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[TAPE STARTS WITH GEORGE TALKING.] 

Oh yeah, at the time it was Bebop! Be-bop! 
[Laughs] Before that I was with Freddie 
[Hubbard]. Gee, who else. I played with, 
actually that audience was the same, you know, 
that I had with Freddie. There was maybe some, 
some overlapping. But you know, I used to 
work with Art Blakey and with Joe Henderson 
and Max Roach, Roy Haynes. So – 

WAS THIS WHILE YOU WERE STILL IN NEW YORK? 

Yeah, when I was in New York, I'd work with 
Art and Max. And I had a couple gigs with Roy. 
And Sonny Rollins. Actually, I was living in 
New York, but I came out West to work with 
Sonny for a month, down here, and up in San 
Francisco. And then I did some recording with 
Sonny back in New York. But you know, when 
you're in New York, there are so many people 
there. You could be working with so many, 
many people. I mean, when you go out to listen 
to music, you have a great choice, you know. 
Especially at that time. Maybe Chick Corea will 
be over here and Elvin Jones will be over there 
in another place. Oh, yeah, yeah. 

IT WAS A REAL ACTIVE TIME. ARE WE TALKING 

ABOUT THE EARLY '70s? OR IS IT STILL THE LATE 

1960s? 

No this is – well both – the very late '60s, '68-'69 
to about '71. Seventy-one is when I moved out 
here. But especially the late '60s It was very live 
in New York. Because there were a lot of joints 
and then there were other places. In Midtown 
there was the Hickory House where there was a 
piano trio. Downtown there was the Half Note 
and the Five Spot, and Slugs.  And yeah, the  
[Village] Vanguard, don't forget that. And the 
[Village] Gate and the Top of the Gate which was 
a usually a trio room. Sometimes they'd have 
horns. And now it's getting to be more and 
more like that in New York. 

THERE'S A LOT MORE CLUBS THERE, ALL OVER THE 

PLACE TOO, UPTOWN AND DOWNTOWN. 

Yeah, I was just talking to Benny Golson about 
that the other day. And he was saying it seems 
like there's a place every other block. [Laughs] 
You know, every other street corner or in every 
other block is there's another place. If it's not 
piano/bass – because there are a lot of those – 
piano/bass places like the Knickerbocker or 
Bradley's. And then there are places where horn 
players are playing. But especially you get to 
hear a lot of piano there. 

THERE'S A LOT MORE WORK FOR PEOPLE THESE 

DAYS THERE.  

Sure yeah, if you're not on tour and not 
recording, you can always work in good 
settings with great musicians. You know, you 
see Ron Carter around here, Roland Hanna, 
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somewhere around the corner. You'll find 
Jimmy Rowles. You name 'em, you got 'em! 

THERE'S THE JAZZ FORUM, WHICH IS A NICE PLACE. 

THEY BRING ALL KINDS OF GROUPS IN. FIFTY-

FOURTH, I THINK? 

I'm not sure. But I know that there are so many 
places. Fat Tuesday's now, and Lush Life, and 
good grief! [Laughs] 

IT'S ACTUALLY NICE NOW, BECAUSE THERE ARE 

PEOPLE WHO ARE COMING IN AND WORKING WITH 

THE MUSICIANS AND THE CLUBS, RECORDING SOME 

OF THIS, AND GETTING A LOT OF THAT MUSIC OUT. 

THAT'S PART OF WHAT I'VE BEEN INVOLVED WITH IN 

RECENT YEARS, WITH PUBLIC RADIO AND THE 

STATION IN NEWARK. JUST OVER THE LAST SIX 

MONTHS THEY'VE BEEN GOING FROM CLUB TO CLUB 

IN NEW YORK AND DOING A LIVE THING. 

Oh, yes. Yeah, ever was since WRVR went 
country, people were wondering, what's going 
to happen with jazz in New York? But there 
have been a couple of stations in that area, yeah, 
in Newark or in the metropolitan area, that have 
more than taken up the slack. I was back there a 
couple times this year. I didn't get to spend 
much time there. But I was just kind of in and 
out. And the radio stations were really live and 
they were very committed. This is one thing I 
enjoy about New York is its commitment to this 
music. 

VERY STRONG THESE DAYS. AND THERE'S A LOT OF 

PEOPLE WHO ARE FINDING WAYS TO KEEP IT 

GOING, EVEN WHEN THE FUNDS AREN'T AS... 

Yes, well, I think people in the jazz community 
are used to that – the funds being kind of 
difficult to deal with, funds being short. We've 
had lots of practice! [Laughs] 

SO WHEN YOU DO GET THE CHANCE TO GO BACK 

TO NEW YORK THESE DAYS, DO YOU MAKE A POINT 

OF KEEPING IN TOUCH WITH PEOPLE? 

Oh yeah, because for one thing, my mother is 
in New York. And that's my home, where I was 
born and raised. And I have to make a point of 
going back. That's where my roots are, my 
family roots and my musical roots.  

YOU WERE TALKING ABOUT MAX AND ART BLAKEY. 

HOW OLD WERE YOU WHEN YOU WERE PLAYING 

WITH THEM? 

Oh, that was when? [Laughs] Oh, I guess I 
must have been about 24. That's when I kind of 
started playing – professionally playing – with 
guys like Art and Max. 

One thing I enjoy about New 
York is its commitment to this 
music. 

HOW DID YOU GET AROUND IN THOSE DAYS? WERE 

YOU PLAYING WITH OTHER GROUPS AT THE TIME? 

Oh, well, we had a neighborhood band called 
The Jazz Samaritans. And we kind of got into, 
into things by going to a competition. We won a 
competition that was put on by an organization 
called ‘Jazz Interactions’. And from there, we 
kind of got gigs here, there. And we 
individually got gigs, with different people.  

At the time, Billy Cobham was playing the 
drums with a band, and Clint Houston was 
playing bass. Later on, Steve Grossman played 
saxophone and Lenny White played drums with 
the Jazz Samaritans. So we really had a lot of 
talent in the band, and it was a real tight 
musical community, in a way. I mean, we'd 
have guys coming to sit in, and we'd have 
rehearsals or jam sessions out at my house. I 
used to meet more musicians in my basement 
[Laughs] than almost anywhere else! 

Then there was a guy named Jim Harrison, 
who was putting on some small concerts, small 
musical situations. Sunday afternoons, Saturday 
afternoons at Slugs. Maybe there would be a 
trumpet afternoon and he would call Clint, 
Lenny and myself to be the rhythm section. And 
we’d play for these guys. Some of the guys we 
knew, some guys we'd get to know, and they 
kind of liked us.  

There was one time we were out playing a gig 
like that on Long Island with Woody Shaw and 
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Booker Ervin, and Woody liked us so much he 
got Lenny and me a gig with Jackie McLean. 
And then about a month after that, or a few 
weeks after that, he called me to say that Art 
Blakey was looking for a pianist, would I come 
down? So I did and I got the gig! That was kind 
of the way it started. But it was also Jim 
Harrison. Jim Harrison used to kind of call us 
up – he knew we were young players and he 
wanted to give us a chance to play, a chance at 
some experience, and give us some exposure. 
And if wasn't for him, I don't know, it might 
have taken longer. But a lot of people got to 
hear us, and from there I played with Art for 
about a year. 

WHO WAS IN THE GROUP? 

Woody Shaw during the first couple of weeks, 
and Buster Williams and Billy Harper. And 
myself. Then, you know, the group changed 
gradually. Scotty Holt played bass for a while, 
and Billy Harper remained and then Carlos 
Garnett started playing saxophone, and Woody 
was still there. [Laughs]  

When I worked with Max, which was shortly 
after, Gary Bartz was playing saxophone. At 
that time, I got calls from guys like Freddie 
Hubbard. And the first time I played with 
Freddie was in New York, when Junior Cook 
was playing with him, and Louis Hayes was 
playing. I got to work with Philly Joe [Jones] 
right after he had come back from Europe.  

The one thing about New York was that I got a 
chance to play with all the drummers. With 
Elvin – if it wasn't with Elvin's band, he was 
sitting in with a band that I was working with. 
He would come in sometimes to sit in with Art 
Blakey's band. And I remember going on a tour 
with Art Blakey, Tony Williams and Stanley 
Clarke, we were all playing together. 

THAT WAS A RICH TIME. 

Yeah. That's the thing about New York is that 
there are so many musicians there that it really 
is not just a jazz center, which it certainly is, but 
it's a center for the arts. And the attitude in New 
York is one of art for art's sake, more or less. 
You know. 

BUT PAY THE RENT… 

[Laughs] Yeah, right. 

THAT'S THE IMPRESSION THAT IS VERY STRONG 

THERE FOR ME. THE PEOPLE THERE, AS YOU SAID, 

ARE COMMITTED TO THE MUSIC –TO JUST GETTING 

OUT THERE AND PLAYING IN WHATEVER SITUATION 

PRESENTS ITSELF. AND THERE ARE A LOT OF THEM! 

Yes, it's true. 

DID YOU DO ANY RECORDING AT THAT TIME WITH 

BLAKEY? 

Well not at that time, Art wasn't recording 
then. I did record with Art later, but at that 
time, Art wasn't recording. It was funny, you 
know, we were playing together and I wanted 
to record that so badly. But I did do some other 
records. Later, I did some did a couple with Joe 
Henderson. And Woody Shaw. We did Woody 
Shaw's very first record, “Blackstone Legacy”. 

FOR MY OWN SAKE, AND FOR PEOPLE WHO ARE 

LISTENING, I'M KIND OF WONDERING WHERE ONE 

CAN HEAR GEORGE CABLES AT THAT TIME ON 

RECORD. 

“Blackstone Legacy” is one. I did a record with 
Curtis Fuller, called “Crankin'”.  And I did one 
with Paul Jeffries – I can't remember the name 
of it – the first record I ever, ever did was with 
Paul Jeffries, Jimmy Owens, Billy Hart and 
Larry Ridley. It was at Savoy Studios, which 
was an old label somewhere in Newark or 
Jersey City somewhere. New Jersey was almost 
like a foreign country to me [Laughs] at that 
point. I mean, New York was New York and 
New Jersey was 'over there'. 

DID YOU EVER SEE YOURSELF AT THAT TIME, WHEN 

YOU WERE IN YOUR MID '20S AND PLAYING ALL 

AROUND NEW YORK AND GETTING ALL THE 

OPPORTUNITIES TO PLAY, DID YOU SEE YOURSELF 

AS EVER MOVING OUT OF THAT SITUATION? 

Well, it's funny, yeah. But I always liked to 
play with people you know.  

Plus, there's a thing, I always felt like I was 
playing catch-up because I started playing this 
music so late. I started listening to it late, like 
when I was 17, 18. I was just getting acquainted 
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with the music. And I always felt like just a 
complete student – maybe a pretty lucky 
student being able to take these master classes. 
But I always liked to play with people. And I 
felt well, maybe yeah, I'd do my own thing. But 
it wasn't that important to me, you know, to do 
my own thing in terms of having my own band.  

And in a sense, the way I was thinking about it 
was, 'I am doing my own thing, because I'm 
able to play and make music with these great 
musicians.' 

YOU SAY THAT YOU STARTED LATE. WHAT WERE 

YOU PLAYING BEFORE? 

I was playing mostly classical music. I was 
playing classical music. [Laughs] And I had 
some friends in high school that were into jazz.  

And I remember asking one guy, 'Say, how do 
you improvise?' And he said, 'Well look, it's 
easy. All you have to do is, see you have the 
chords. And then you just use the notes in the 
chord to improvise. You just hear it and use the 
notes of the chord, the way it flows.' And I said, 
'Oh!' It was simple. I mean, it was a real simple 
explanation. But maybe I think some of the 
simplest explanations are the best. Because it 
gives you the most freedom. And I kind of 
understood what he meant, without feeling like 
I was locked-in to doing it this way, that way, 
this way, that way. 

DID YOU HAVE ANY HELP WITH THAT TIME? 

Not really. I just listened. What I would do is 
listen to records. And this was actually later. I'd 
just sit around the house and play, and kind of 
kind of noodle around. Because you get a lot 
from just noodling. You get to know your 
instrument, you get to know yourself. And 
something about the music. What you can do, 
what you can't do.  

But later on I started to listen to records and 
take solos off – not to play them verbatim, but to 
look at them and see what was happening and 
see, 'Oh, you can do this? Oh, if you can do that, 
then you can do this!' You know, it was like 
finding out what guys did and how they used 
chords, and then you could go back and say, 
'Oh, this chord can work this way and that way, 

and you can use these kinds of scales in that 
kind of situation.'  

So that's one reason I really feel theory is so 
important, you know, the study of theory, 
Because it teaches you that if you know why, 
then you know how. If you know why 
something works, then you know how to do it.  

Then you can go on, because so many things, 
these things in music are not black-and-white. 
There's so many things that harmonies imply. 
You can do this, you can go here – you never 
know all the things you can do with music. 

That's the thing about this 
music. I think it's a living 
music. You can really express 
yourself, and that's probably 
why I've gotten to really love 
jazz, and decided that's what I 
want to play. 

IT'S REALLY UP TO THE INDIVIDUAL TO KIND OF 

SEARCH THAT OUT. 

Yeah, well, that's the thing about this music. I 
think it's a living music. You can really express 
yourself, and that's probably why I've gotten to 
really love jazz, and really decided that's what I 
want to play. Because, I can express myself in a 
very, very personal way. I'm not just looking at 
the notes on the page. I can look at the notes on 
the page, but then I can do something with 
them.  

You know, if you're into classical music, I guess 
it's in a way you could compare it to a sort of a 
Sonata Allegro form, because you have your 
exposition and you get to your development. 
You develop your piece, you know, you decide 
how you're going to develop it.  If you're going 
to have a theme and variations or if you're 
going to just do a straight ahead exposition, 
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development, recap.  It's all up to you.  Even if 
you are not the original composer, you become 
the composer.  You have to make this music 
yours.  And I enjoy that. 

YOU'VE DONE THAT.  YOU'VE KIND OF TAKEN A LOT 

OF TUNES THAT – JUST LIKE THE ONES WE BEEN 

LISTENING TO – OTHER PEOPLE HAVE COMPOSED, 

AND YOU'VE GIVEN THEM YOUR OWN SIGNATURE, IN 

A WAY.  I REMEMBER ONE OF THE FIRST TUNES 

THAT I HEARD YOU DO SOLO WAS “I REMEMBER 

CLIFFORD”. 

Oh yeah. 

AND THAT WAS A TOTALLY TURNED AROUND 

VERSION! 

[Laughs] 

IT WAS FROM A LIVE TAPE.  AND IT WAS A WHOLE 

NEW LOOK AT “I REMEMBER CLIFFORD” FOR ME.  I 

HARDLY, AT FIRST I DIDN'T RECOGNIZE THE TUNE.  

AT THE TIME I WASN'T TOO WELL-VERSED IN TUNES.  

I DIDN'T KNOW TOO MANY OF THEM, I GUESS.  BUT 

THAT WAS ONE THAT I RECOGNIZED. AND YOU HAD 

JUST DONE SOMETHING COMPLETELY – JUST KIND 

OF TURNED IT INSIDE-OUT. THAT'S A BEAUTIFUL 

THING ABOUT A LOT OF BENNY GOLSON'S TUNES IN 

FACT, IS THAT THEY HAVE KIND OF A SOMBER 

QUALITY TO THEM. MOST OF THEM DO. A BLUE 

STRAIN. 

Yeah, his songs are, they have a kind of 
simplicity that really lends them to – you can do 
what you want with them. You know, they're 
simply stated, but they're really beautifully 
harmonized. 

WHAT YOU DID WITH IT WAS BEAUTIFUL, BECAUSE 

YOU REALLY MADE IT INTO MORE OF A LIGHTER 

PEACE. AND IT HAD A HAPPIER KIND OF STROLL TO 

IT, IN A WAY. IT WAS A SOLO THING THAT YOU WERE 

WORKING ON. IT WAS DONE IN SAN FRANCISCO. 

Oh, yes. That was New Year's Eve. Yeah, I 
heard Oscar Peterson play that a long time ago. 
And he took it from a very slow tempo. And he 
doubled it and doubled that, and I think even 
doubled that! But I've always liked that piece. I 
like Benny's pieces in general, you know: 
“Along Came Betty”, “Whisper Not”. 

EVEN HIS “KILLER JOE”. 

Yeah, “Killer Joe”. Did he write (starts to hum) 
– I can't remember the name. [Laughs] Oh, I'm 
not, I refuse to use my voice! I can't sing, and I 
know it! [Laughs] 

HAVE YOU EVER TRIED TO SING? HAVE YOU EVER 

DONE THAT? 

Yeah, in the bathroom, you know, when I was 
a kid, I used to try and sing. I always hated to 
hear people sing who couldn't. I would say 
'Don't they know better?' Especially musicians 
who get up and try to sing, and can't sing. I 
used to sing in a chorus in college, but what we 
used to do motets and stuff. But that's different. 
You know, you're stuck in there as a tenor in the 
whole tenor section. And you have support! 
[Laughs] 

YEAH, THAT'S TRUE. GOING OUT THERE BY 

YOURSELF IS TOUGH!  I WANT TO MOVE FORWARD, 

BUT AT THE SAME TIME I KEEP ON GOING BACK. 

WHEN DID YOU ACTUALLY START PLAYING THE 

PIANO? 

Oh, when I was about six or seven, something 
like that. I had lessons. My mother took me for 
piano lessons. And I used to watch my mother 
play the piano. And I used to reach up to the 
keyboard when I was real small, and try to play. 
I didn't start taking lessons until I was about six, 
I guess. 

YOU ALREADY HAD BEEN EXPOSED?  

Yeah, because my father used to play. He used 
to kid with me and say, 'George, you know, I 
don't care. You can take all the lessons you 
want, but I'm better than you are because you 
have to use all 10 fingers. And I just need one. 
And he would just kind of hunt-and-peck! 
[Laughs] 

NICE. THAT SOUNDS LIKE A NICE ATMOSPHERE TO 

BE ABLE TO PLAY IN. 

Oh, yeah. It was good. My mother used to let 
me practice, when I got to college especially, she 
allowed me to practice from midnight until six 
in the morning – and while she was sleeping 
upstairs! I was in the basement, but we had 
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these ducts where the sound would just travel 
right through. And she had to get up in the 
morning and go to work. But as long as I was 
practicing... You know, I'd go to school in the 
day, come home, I'd take a nap because I always 
got drowsy in the afternoon. And then I 
couldn't sleep at night. I was just a regular 
insomniac. Afternoon was okay, but I'd wake 
up at night and I just couldn't sleep. 

THE PIANO WAS ONE SOLUTION. 

Yeah. I'd listen to music in the daytime, but 
certainly, at night, you know, there's something 
about the nighttime. You feel like you have 
more privacy, and you feel more alone with 
your own thoughts. And I think that's probably 
what it was. 

YOU REALLY GOT TO STRETCH OUT AT THOSE 

TIMES. 

Well, mostly when I was practicing classical 
music then. My mother said, 'Listen, you're 
going to school, and jazz is one of the courses 
you're taking. You have a teacher there and 
everything.'  If I would have practiced jazz at 
three o'clock in the morning, she would say 
'Listen now. That's what you want to do. That's 
for your time. So you make another time for 
that! Because I've got to sleep!' [Laughs]  

WHEN DID YOU FIRST HEAR ART TATUM? 

Oh. It's funny. It wasn't that long ago, actually. 
Maybe seven years ago, as just an arbitrary 
estimate. I'm not sure.  

I think I was influenced by people indirectly. 
You know, people used to say, 'Well, yeah, you 
remind me of Bud Powell.' At the time, I had 
never really listened to Bud. Maybe I'd heard 
other people play something like him; other 
people who were influenced by him. And 
maybe I had some kind of empathy for that 
style of playing.  

But once I started listening to Art Tatum, it 
seems like I grew to appreciate him more and 
more, as time goes on. It wasn't like I listened to 
him and said, 'Wow, he's just the greatest!', 
because at first, at that time, I was listening to 

guys like Herbie Hancock or McCoy Tyner, who 
were exciting me, in the late '60s. and early '70s  

It wasn't like I listened to Art 
Tatum and said, 'Wow, he's 
just the greatest!'. At first, I 
was listening to guys like 
Herbie Hancock or McCoy 
Tyner, who were exciting me. 

IT WAS A DIFFERENT...  

Yeah, it was a different kind of – their pianism 
was a more modern concept. But when you 
listen to Art, it seems like it may have taken a 
little maturity. You can enjoy his flash, but he 
was a beautiful player! I mean, he's like our 
grandfather, Art Tatum.  

YOU DO A LOT OF THINGS THAT HE DID.  

Yeah. “Sweet Lorraine”, “Have You Met Miss 
Jones”. Things that he's done, yes. I try not to do 
them just like he's done them – I can't do them 
like he's done them! [Laughs] I can't. But it's 
funny, when you grow up. I was listening to Bill 
Evans and to Herbie, McCoy, and these were 
the people that kind of grabbed my ear. And it 
seems like as I got older, and as I got more 
mature, I was able to listen to and hear other 
things by older and more mature musicians. 

EVEN PEOPLE LIKE TOMMY FLANAGAN. 

Well Tommy, you know, I heard Tommy play 
on 'Trane's, John Coltrane's, records on “Giant 
Steps”, and at the time I didn't know very much 
about him, because he was kind of buried in 
that. And he'd became known more or less as an 
accompanist, working with Ella Fitzgerald for 
years. And he's a wonderful accompanist. But 
don't tell him that because it's like not 
recognizing his other talents. You know, when I 
heard him play, just play duo or solo, 'Wow! 
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Yes! Right!' [Laughs] He has a beautiful touch, 
and a beautiful spirit in his playing. 

AND THERE WERE ALL THESE PEOPLE AT THE TIME. 

Oh, yeah. Including Thelonious Monk, who 
was actually my first idol. I used to go and see 
him at the Five Spot when I was 18. And Charlie 
Mingus and his band, I used to go see him. 
Mose Allison. Guys like that who were at the 
Five Spot. It seems like they were there for 
months on end, and then they would switch up. 

YEAH, THEY USED TO DO THAT AT PLACES LIKE THE 

FIVE SPOT. PEOPLE WOULD PLAY THERE EVERY 

WEEKEND FOR MONTHS ON END. IT'S INTERESTING, 

BECAUSE YOU DON'T REALLY SOUND AS IF YOU 

HAVE LISTENED TO ANYONE MORE THAN YOU'VE 

LISTENED TO YOUR OWN PLAYING. DO YOU KNOW 

WHAT I MEAN? 

Oh, yeah, that's true too! [Laughs] 

IT'S LIKE YOU'RE SAYING. PIANISTS COME OUT OF 

OTHER PIANISTS. AND YOU CAN HEAR THE 

STYLISTIC PARTS. BUT YOU HAVE ALWAYS HAD – 

You know, it's funny. It's interesting, because, 
actually as I listened to people, you know, I was 
speaking now about pianists that I listened to, 
specifically of pianists.  

But my concept was that I listened to the music 
in general, rather than any instrument in 
particular. I listened to lots of trumpets and 
saxophones. It didn't matter. It was about what 
the music was about. I mean, I loved to listen to 
'Trane and Miles, and the people who were 
playing with him were part of the band, you 
know. And I loved the way the band worked 
together. It was not necessarily this one guy 
who plays and I really like, and later for all the 
rest. It was the band in particular – it was the 
band! 

If you were to say. 'Who's your favorite 
pianist?', then I would be hard put for an 
answer. Because there are so many pianists that 
have so much to offer. That's kind of a purely 
subjective thing, you know. 'Who's your 
favorite?' And then, once you name one person, 
then you say, 'Oh, but then there's ... and so and 
so, and so and so... 

THAT'S RIGHT. THAT'S WHAT HAPPENS, ESPECIALLY 

AS YOUR EARS GET BIGGER. IT ALL GROWS. 

One night I could go and hear McCoy and say 
'Gee, he's my favorite.' The next night I'd go 
hear Chick Corea, and I'd say 'Wow, he's my 
favorite!' Or next night I'd hear Herbie, and say 
'Yeah, he's my favorite!' etc., etc. It's probably 
easier to deal with who you don't like – and I 
don't even like to talk about that, because that's 
a drag! You know. 

I loved the way the band 
worked together. It was not 
necessarily this one guy who 
plays and I really like, and 
later for all the rest. It was the 
band! 

BY THE TIME YOU HAD GOTTEN TO PLAY WITH ART 

BLAKEY AND SONNY ROLLINS, AS YOU MENTIONED, 

A GOOD PART OF THE SPIRIT OF WHAT YOU PLAY 

SEEMS TO BE SHARED WITH THEM. WHAT YOU CALL 

THAT IS A PROBLEM IN ITSELF. EVEN TODAY – YOU 

DO A LOT OF CALYPSO STUFF, LIKE IN THE VERSION 

THAT YOU DO OF “ST. THOMAS”. 

Yeah. 

DOES THIS GIVE YOU A CHANCE, IN THAT RHYTHM, 

TO PLAY MORE... 

I liked playing with Sonny and I liked playing 
those Calypso things. But it wasn't playing with 
Sonny they got me into Calypso, because I 
always loved Caribbean music. I've always 
loved that.  

Sometimes you forget about those things. But 
what reminded me of that lately has been 
playing with a band called 'Baya' here in LA, 
which is Latin-Caribbean jazz, whatever – what 
can you call it? There are a couple of guys from 
the islands, one guy from Trinidad, one from St. 
Kitts. And I just love Caribbean music, and 

KCRW-FM, Los Angeles, California 7 



being that I come from New York, there are a lot 
of people from the islands, from Puerto Rico, 
and a lot of that kind of music is in New York. 
It's lively. It's rhythmic music. And it's really 
exciting. Plus, you can really play. I think with 
Calypsos you can kind of stretch out.  

I remember hearing Wynton Kelly play 
something called “Little Tracy”. I guess I'd be 
coming back from college, coming back home, 
because I went to school in New York. And 
while I was waiting for the bus, I had to take the 
subway back from Manhattan out to Queens, 
then get off and take the bus. Well, at the bus 
stop there was this place with a jukebox. And 
everyday I’d go in and play “Little Tracy”, 
because it was a great mixture of jazz. The way 
Wynton would play single line solos, and 
Calypso, the rhythm and the feeling of 
Caribbean music. 

VERY CATCHY. 

Yes, yes. I think one of the things that jazz is 
about is swing. You know, swinging doesn't just 
mean you play 1, 2, 3, 4.  But anything can 
swing – a ballad, or even when you play rock-
and-roll, if it feels right. If it flows, if you got it, 
then to me that's what captures swing. That’s 
what swinging, what that term means in its 
broadest sense. And that's what it means to me. 
If you can feel it in your bones! [Laughs] 

AS YOU'RE PLAYING AND LISTENING TO IT LATER 

ON, WHEN IT'S HOT, IT'S HOT! 

That's right. 

SO WE'RE IN NEW YORK, STILL. WHAT WERE THE 

CIRCUMSTANCES FOR PLAYING WITH FREDDIE? 

Actually, somebody had told Freddie to call 
me. I was working with Art Blakey at the time. 
So that was in 1969. And Freddy had a couple of 
gigs – there was a place called Mother Blues 
uptown in the Bronx. And then there was a gig 
in Philadelphia at a place called the Aqua 
Lounge, if I remember correctly. And Freddie 
just called me for those gigs from a 
recommendation, and I think he had heard me 
play with Art. We got along well, the music 
went well, and then we started rehearsing.  

I was working at a church at this time – I was 
writing anthems for a young people's choir, one 
a week. And this choir was beautiful. They 
didn't read, so I'd teach them by rote. And in a 
way, they had an advantage, because they 
didn't know how hard some of the stuff was 
supposed to be. I'd just say, 'Well, sing this, this 
is how it goes.' And they’d said 'Okay!' I'd write 
stuff in 5/4 and 4/7, 7/8. I had things moving 
from one time signature to the other – I mean, 
nothing too crazy. But they'd sing everything in 
parts. We'd rehearse on a Wednesday evening 
and sing it on Sunday morning. And each week 
was something new. And these things that I 
was writing were the same kinds of things that I 
would write. One was “Think On Me”. That one 
Woody Shaw played and Woody Herman did. 
So these things weren't traditional church 
music. Which was great for me and it was great 
for the kids I think too.  

But anything can swing – a 
ballad, or even when you play 
rock-and-roll, if it feels right. If 
it flows, if you got it, then to 
me that's what captures swing. 
That’s what swinging means in 
its broadest sense. 

Freddie and I had a couple times when we 
went over to the church and rehearsed, and 
kind of developed a good rapport. And after I'd 
worked with Joe Henderson for about a year, 
Freddie called me up again and asked me if I 
wanted to make this band with him. And that 
was 1971, October or so. So I said, 'Yes' and the 
next thing I know, I was there for five years!  

THERE WERE A NUMBER OF ALBUMS... 

Well, at first he used Creed Taylor, I believe he 
was with CTI. And I think Creed preferred that 
he use his CTI groups. So Freddie finally got us 
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together, got us on a couple of albums. I did two 
on CTI with him, and I think maybe three or 
four on CBS after he had moved from one label 
to the other. And a couple different ones since 
then. And one in Japan, one other here.  

HE WAS ON YOUR CONTEMPORARY RECORD. 

Yeah. 

THAT'S A CONTINUING KIND OF THING.  

Yeah, if we can. You know, whatever the 
circumstance is. I mean, there are times that 
Freddie has called me and I haven't been able to 
make it. You know. I had a commitment. I was 
supposed to be about 6000 miles away and 
couldn't really get with him then. 

I WASN'T REALLY AWARE THAT YOU PLAYED WITH 

JOE HENDERSON. 

Oh, with Joe. Let me see, I started working 
with Joe about April, 1970.  

HE WAS STILL IN NEW YORK? 

Yeah, he was still in New York at that time. 
And Joe was getting a band together. He got 
Woody Shaw, Lenny White, and at first bassist 
Reggie Johnson. We rehearsed and then Reggie 
for some reason couldn't make it, and he got 
Doug McClure. We started working in New 
York first.  Reggie made a couple gigs in New 
York, and it was really exciting, because all of 
musicians in town would come out. And I was 
nervous wreck! 

EVEN MORE SO THAN PLAYING WITH ART BLAKEY? 

Oh, yeah, because this was a new band, and 
everybody was talking about it. 'Hey man, let's 
go out and hear it.' 

HE HAD BUILT A REPUTATION. 

Yeah, this was right after his album, “Power to 
the People”. I think the next one we did, we 
came out here and we did a live record, “Live at 
the Lighthouse” and we did one called “Black is 
the Color” and “Pursuit of Blackness”. That was 
during the revolutionary period! [Laughs] And I 
think those were the three records I did with Joe 

during a year and a half period. The personnel 
changed after that.  

This was also the same about the time that 
Woody did his “Blackstone Legacy” album. The 
personnel changed shortly after that, and Lenny 
White and Stanley Clarke were the rhythm 
section, with Curtis Fuller and Pete Yellin. And 
when Curtis left, Kiane Zawadi came in and 
played baritone horn. But we traveled all over 
the place and we had a really good time. I got to 
play some good music with a lot of good 
musicians. 

WERE YOU WRITING A LOT AT THAT TIME? 

Not that much. I wasn't writing that much for 
Joe. I think I developed my writing more with 
Freddie. Freddie has recorded quite a few of my 
pieces. And Bobby Hutcherson, I think, has 
recorded more of my pieces than anyone else. 
Roy Haynes also did “Quiet Fire”.  

WEREN'T YOU ON A ROY HAYNES ALBUM?  

Two of them. One called “Thank You, Thank 
You”, on which the title tune was mine. And oh, 
let's see, I forgot the name of the other record! 

THAT WAS SOMETHING THAT I THINK BOBBY DID AS 

WELL. 

Yeah, he did that. But Freddie did that one 
first, on an album called “High Energy”. 

WAS CARL BURNETT THE DRUMMER ON THAT? 

No, Ralph Penland was playing the drums on 
that record. Carl is on the next one, called 
“Liquid Love”. I don't know how I remember 
all that! [Laughs]  

YOU WERE WRITING FOR OTHER GROUPS THAT YOU 

WERE PLAYING WITH... 

Yeah. Actually, I enjoyed writing for Freddie. I 
could really hear him. I mean, I could hear what 
I would want him to play.  

Like “Ebony Moonbeams”. I sat down and I 
wrote it for him, because it just seemed like his 
piece, you know. His sound. I think of all the 
pieces I've ever written, that one took me the 
longest. It took months to write that. Because I 
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had a vamp, a 5/4 vamp, And I said, 'Oh, that's 
good. I want something that's not going to 
sound like 5/4. But I don't want it to be like 5/4, 
then 1-2-3, 1-2 or 1-2, 1-2-3. And I tried to get a 
vamp, but I wanted to get a melody. Now I was 
trying to figure out, 'Should I write this melody 
in 5? And how I'm going to write it so that it 
doesn't sound like it's in 5'? Finally I decided to 
write it in 4 and make it sound like it's in 5. Or, 
make it sound like it's just kind of off-balance. 
One night, just the melody, that was the last 
thing to come. I had an introduction. And I just 
went out to the piano about two o'clock in the 
morning, got out of bed, and I just sat down. I 
just hit one chord, and hit the second one, and 
the third one. And I knew pretty much where I 
was going with it after that. And it set the piece 
up. It wasn't exactly smooth sailing after that, 
but...  

I really wanted to write the 
whole thing and give soloists a 
chance to feel free, but I 
wanted to write it in a way 
that I knew the solos were 
going to develop from one solo 
to the next. 

 

That's another thing about this piece, is that I 
really wanted to write the whole thing and give 
soloists a chance to feel free, but I wanted to 
write it in a way that I knew the solos were 
going to develop from one solo to the next. So 
it's not just, 'Okay, you take a few choruses and 
then you take a few choruses.' And at that time, 
you know, a lot of people weren't really doing 
that. More people do that now. 

THAT'S RIGHT. IT'S THE KIND OF SOUND THAT ONLY 

COMES FROM A REAL TIGHT KIND OF COMPOSITION. 

Yeah, but I still like to have, as a soloist, I know 
what it's like to be harnessed or feel handcuffed. 
And I like to give the soloists a lot of freedom. 
Yeah, I was happy with that piece. That was a 
hard one, though.  

IT TOOK YOU A COUPLE OF MONTHS? 

Yeah, it took me a couple months to get it to 
the point where I could write just write the last 
note on the page, you know. I mean, I couldn't 
do it every day.  

You know, there are times when you have to 
let it go. And then come back to it when it pops 
into your mind.  

Other things, I mean, listen, to me it's one 
extreme or the other. I've written things in five 
minutes. The kinds of things that it seems like 
you heard before, or you've known all your life. 
I've written things on the subway.  

Especially, I used to really write a lot under 
pressure [Laughs]. When it had to be done, it 
would get done! There are the pieces that you 
kind of sweat over you and don't know what to 
do with. 'Oh, should I do this. Oh, should I do 
that?' But then, what really makes you get it 
together is that pressure: 'Well, I've got to have 
it done by three o'clock, today!" [Laughs] 

THERE'S ALSO THE MATTER OF OTHER PEOPLE 

PLAYING IT...  

You know, once you hear people play your 
piece, it's like – you can write this stuff down, 
but when its played, then it starts to it come 
alive. You can write it down on paper, but when 
you hear somebody do it, it's completely 
different. It really is. 

'QUIET FIRE' IS ANOTHER TUNE THAT SEEMS TO BE 

WELL-CONSTRUCTED, IN THE SAME WAY. 

That took me about a half an hour to write. 
[Laughs]  It's funny. That one I just said, you 
know, I kind of wanted to write this. So I sat 
down and I found it. And although I must say 
that it has changed over the years – the first 
time I recorded it, it had a different kind of solo 
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section. Now, I've kind of simplified it. But it's 
fine.  

Once you get rolling, sometimes, you can just 
go on. And if you have something in mind, if 
you have a concept in mind, if you have an 
overview, then maybe you don't find the right 
notes all the time, or maybe you'll come back 
and change some of the notes. But you certainly 
have the shape of the piece. Sometimes, you 
may have just a little feeling in mind, and 
you've got these notes, or you got a little section 
– you might not even know where to put it, or it 
may be finished and you may not know it. So 
you just let it sit there for a month, and you look 
at it again and say 'Yeah, this is it!' 

IT'S THE SAME WHEN I'M PUTTING TOGETHER A 

RADIO PROGRAM. YOU'VE GOT A LITTLE BIT OF IT, 

AND YOU GO AS FAR AS YOU CAN WITH IT, AND 

THEN YOU PUT IT AWAY FOR A WHILE. SOMETIMES 

THEN YOU BRING IT OUT, AND IT SEEMS 'IT'S GOING 

OKAY, I DON'T HAVE TO CHANGE TOO MUCH, JUST A 

LITTLE BIT THERE...' IT COMES TO YOU EASY WHEN 

YOU GIVE IT KIND OF A DISTANCE. I DON'T KNOW, 

BUT I IMAGINE THAT'S SOMETHING THAT 

EVERYBODY USES TO WHATEVER DEGREE THEY 

HAVE TO, TO GET WHAT THEY WANT. TO GET JUST 

THE KIND OF SOUND THAT THEY WANT. 

Different people have different techniques. But 
basically, I'm sure everybody experiences some 
part of all of that. Yeah. 

TELL ME WHAT IT WAS LIKE PLAYING WITH ART 

PEPPER. 

Oh, Art Pepper! He is something else. Art 
Pepper. You would never know what he's going 
to say on stage, number one. He's something 
else! He would say anything, do anything. But 
he was a lot of fun. Sometimes he would make 
you nervous, because you never knew what 
he'd say. You talk about being brutally honest! 
[Laughs] He was that – at least that!  

He was kind of a passionate man – he was 
obsessed. If there was something he was into, he 
was really into it all the way. He loved to play 
music, and he loved to hang. With musicians, I 
mean. He loved to listen to music, play music – 
music was his life.  

He had a hard life, he spent time in jail and had 
to deal with that. And he was a very sensitive 
person. I think of all that – at the time he died, 
he had really accomplished so, so much. 
Because all those things he had gone through, 
he had kind of overcome. Hey, to come back 
and play – he was playing! He always used to 
say, 'Well, when I go out, I want to go out 
roaring!' And he did. He was playing and 
working at the time that he passed. And yeah, 
that's what he wanted to do. And he was 
playing real well.  

I don't know how to talk about 
Art, because he was just a 'for 
real' kind of guy. He was nutty, 
he was crazy. But, if you were 
among his friends, then there 
would be nothing that he 
wouldn't try to do for you. 

There's so much stuff that he, you know, he 
had his book, that he and his wife [Laurie 
Pepper] wrote. We also had made some tapes. 
We did that last record, the duet record. And he 
made lots and lots of notes on those tracks that 
we did, and made notes on the previous album 
we did it at the Maiden Voyage club.  

I don't know how to talk about Art, because he 
was just a 'for real' kind of guy. He was nutty, 
he was crazy. But, if you were among his 
friends, then there would be nothing that he 
wouldn't do for you, or try to do for you. If he 
loved you, he loved you all the way. He was 
just a beautiful man, and I kind of miss him, 
you know.  

When I first did the Vanguard album with him, 
he wasn't looking that great. He had a blood 
disease that kind of made him look a little 
green. But he struggled all his life, and he got 
himself together, as far as taking care of 
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business with the music he played. And he 
went to extremes. But he also was an extreme 
musician. That was it.  

When he played ballads, it wasn't about using 
gimmicks. It was just about playing, he just 
wanted to play music, that's all he wanted to do. 
And that's what he did. 

STRONG. AS YOU SAY. YOU KNOW, WHEN HE 

PASSED, HE KEPT GETTING STRONGER IN MANY 

WAYS TOO. 

Yeah. 

WHEN YOU WERE ON STAGE WITH ART PEPPER – 

AND I IMAGINE IT'S THE SAME WITH FREDDIE – 

MUSICALLY, HE'S THE KIND OF GUY WHO IS ALWAYS 

GIVING YOU RABBIT PUNCHES. HE KEEPS YOU 

MOVING. 

[Laughs] Oh, yeah. And, you know, in playing 
with him, he'd always listen. It wasn't like he 
was trying to be a complete bandleader.  

His style of being the bandleader was to give 
up freedom where he thought it should be 
given, and maybe give discipline where it 
should be given. He would always listen to 
what was happening. He'd be playing and I'd 
play something, and if he felt that was right, 
then maybe he'd use that as a stepping stone, 
you know.  

I really liked playing with Art because we had 
a conversation going. We could listen to each 
other, and there was a lot of give-and-take on 
the stage. And when we were playing music, it 
was really something else. He was so serious 
about his music. You know, he'd be sitting on 
the plane, writing out stuff.  

Yeah, I think when you play music like that, it's 
not just about what's onstage. It's about what's 
offstage too, how you relate to each other off the 
stage. Because when you're playing that close, 
and you're playing a give-and-take kind of 
game, you need to trust each other.  

Art used to give me a lot of freedom, and I 
used to take it! [Laughs]  I enjoyed playing with 
him. One thing is, he taught me how to play a 
ballad. He showed me how to slow down. 
Because a lot of times, everybody wants to 

'double up' when you play a ballad, 'Double up! 
Don't play slow, double up!' I'd get so nervous 
about playing so slow, I didn't want to wait that 
long! But Art played ballads so beautifully, I 
just kind of fell in with him. I had to, you know! 

DO YOU REMEMBER ANY PARTICULAR TUNES, 

BALLADS, THAT... 

“Over the Rainbow” for one. “Everything 
Happens to Me”.  He'd like to play “Goodbye”. 

THAT ALBUM YOU DID, “LANDSCAPE”, RECORDED IN 

JAPAN. 

Yeah. There's one, “But Beautiful” he liked to 
do that's on the Maiden Voyage album, I think. 

YOU GOT TO TRAVEL A LOT WITH ART. 

Oh yes. We went to all over the world. We 
went West from here, we went to Japan and 
Australia. Then we went to East from here, we 
went across the country. And we went all over 
Europe. So we really got to be – I'm trying to 
think if we went to Mexico together. We went to 
Canada. Yeah, we've traveled a lot together. 

WAS THERE AN OPPORTUNITY TO PLAY YOUR 

COMPOSITIONS WITH ART? 

Yeah, a couple of times. There's a take on the 
duet record, we did, the last one. This is one of 
those takes that's in the can. We kind of wrote it 
down together. And there were some tunes that 
we did – we didn’t record any, but we used to 
play a couple of my tunes. 

LIKE YOU SAY, WHEN THAT GROUP WAS OUT 

THERE, EVERYONE WAS ALWAYS PLAYING. DARE 

SAY, I'VE NEVER REALLY SEEN YOU IN A SITUATION 

WHERE YOU WEREN'T IN A GROUP THAT WAS JUST 

OUT THERE, PLAYING! 

That's where I want to be. I mean, that's why I 
play music. That's why, I mean, look, there are 
other things I could be doing. But if I'm ‘gonna 
do this, then I might as well go for it, right? I 
might as well enjoy myself. 

AND USE WHAT YOU GOT.  

Yeah. I mean there are things that I could do to 
make more money. [Laughs] Which is, I guess, 
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what I've been doing most of my life. At times, 
you know, you pull back and you play safe a 
little bit, because you get nervous.  

OR TIRED. 

Yeah. [Laughs] Tired, nervous. Man... 

Look, there are other things I 
could be doing. But if I'm 
‘gonna do this, then I might as 
well go for it, right? 

THERE'S A LOT OF OTHER THINGS THAT ARE GOING 

ON THAT CAN TAKE YOUR MIND OFF OF THE MUSIC. 

Oh, yeah. 

JUST THE SAME, FOR MOST OF THE SITUATIONS – 

I'M THINKING TOO, OF THE ALBUM THAT YOU DID, 

“CABLESVISION”. TALK ABOUT SPARKLING ALBUMS! 

EVERY TIME THAT ALBUM IS ON, IT JUST SPARKLES. 

Well, I had the good sense to get the greatest 
musicians! [Laughs] I just got Freddie and 
Bobby Hutcherson, and Ernie Watts, Tony 
Dumas and Peter Erskine, Vince Charles. Just to 
get good musicians. But not just good 
musicians. I mean Freddie, I know how he's 
going to play. Bobby, I know what he's about. 
Ernie. I think if you start with guys like that, 
and they have a rapport, and everybody gets 
along well, you're going to have a good record! 
You know? Granted, I did write most of the 
music, but... [Laughs] 

THAT WAS YOUR FIRST ALBUM AS A LEADER. 

Yeah, to be released in the States. 

HOW LONG DID THAT TAKE YOU TO PUT TOGETHER? 

A few days. 

YOU HAD THE TUNES WRITTEN? 

Oh yeah. But even once we got to the studio, it 
was three, four days. It always amazes me with 

jazz bands – they always get a small portion of 
time, and yet get records done, pretty good 
pieces of work.  

But with more time, if we could get more time, 
or a little more room to work, I think maybe 
that we'd get a product that would sell more – 
more people would be listening to this music. 
And that would surely help the musicians –they 
wouldn't be so uptight when they get to the 
studio.  

IS THAT A PROBLEM? 

Sometimes. You've got the studio time – you 
have so much time in this budget. And if 
something goes wrong in the control room, or 
anything goes wrong, by the last day you're 
rushing. You're rushing to do this, rushing to do 
that. It's a lot of pressure to make sure you get 
the stuff done in this time. And you really don't 
have time to listen to all the playbacks.  

I think, if you had time to take something 
home and really listen to the playbacks – not 
just in the studio – but take a few days and 
listen to them, and then be able to go back in 
and make changes. Or have something that's a 
little more open-ended: maybe there's 
something you want to add, take away, do 
again.  

You know, because when you're playing music 
from the inside out, it's one thing. But when you 
hear it from the outside looking in, then you can 
see, maybe, 'Well, hmm. I could do this with 
that. It can grow.' I mean, many times when you 
first record something, it may come out great, 
but you'll notice that when you hear it later, or 
when it's performed live, there are changes. 
Because you got a chance to hear that stuff and 
say, 'Oh, this would work better', or 'We should 
do this here...' 

IT'S LIKE PLAYING A GAME. WHERE YOU HAVE JUST 

THE SMALLER MOMENTS OF IT, YOU CAN CHANGE 

THINGS. THAT'S AN OPPORTUNITY THAT THE JAZZ 

MUSICIANS DON'T HAVE FREQUENTLY. 

Yeah, it depends. I mean, when you're talking 
about small groups or smaller productions, you 
don't get that opportunity. I guess you make the 
best of it. You know. 
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ARE YOU ARE YOU AVERSE, OR ARE YOU 

COOPERATIVE, TO THE IDEA OF BEING ABLE TO GO 

IN ON A TRACK AND ADD SOMETHING LATER? 

Oh, I don't mind that. I think that's a whole 
'nother thing. I mean, it's like movies – it's like 
film and stage. You don't do the same thing on 
films as you do on stage. You cannot do those 
things. You might as well use – if you need 
them, if you want them – you might as well use 
what you have at your fingertips. If you can use 
that board or if you can use that studio, well, 
great use it! A studio is not just live music. I 
mean, sometimes all this music is just an 
illusion anyway. You know.  

SAY WHAT? 

[Laughs] Yeah, it's just like, when you play, 
you give an impression. Even when you're 
playing live, you may not be playing with as 
much pathos as you give off, you know. Maybe 
you're real controlled inside, but you give off 
the feeling of being 'out there'. That's what I 
mean by illusion. Sometimes you slow down, 
you play a tempo a little slower, and it'll sound 
faster. As long as everything's clear. 

THAT'S A POINT THAT WALTER DAVIS MADE. HE SAID 

THAT BALLADS ARE FUNNY BECAUSE YOU SLOW 

THINGS DOWN RHYTHMICALLY. BUT THE IDEAS 

HAVE TO BE HAPPENING MUCH FASTER. AND YOU 

REALLY HAVE TO BE ABLE TO WORK INSIDE THE 

MUSIC IN A DIFFERENT WAY, THAN WHEN YOU'RE 

JUST PLAYING REAL FAST AND JUST KEEPING UP 

WITH THE RHYTHM IN A WAY. 

Oh, yeah. Well, ballads are more difficult in 
that way, because you've got that much more 
time. And it has got to be a lot more convincing, 
I believe. Because people's ears have a chance to 
really say, 'Oh, okay'. You don't have a chance 
to run all these quick patterns down. And run 
the changes, you know. When you're playing 
fast, if you are at a loss, you can always kind of 
run something real quick, and say 'Ooo that 
sounds good!' But with a ballad, it's not quite 
the same thing – you really have to kind of sing 
on your instrument. 

IT COMES FROM, FROM A VERY CENTER POINT, 

REALLY.  

Uh-hmm. 

AND WHEN YOU'RE WHEN YOU'RE PLAYING WITH 

THREE OR FOUR OTHER MUSICIANS, THERE'S 

SOMETHING ELSE COMPLETELY GOING ON. 

Yeah. 

When you're playing fast, if 
you are at a loss, you can 
always kind of run something 
real quick. But with a ballad, 
it's not quite the same thing – 
you really have to kind of sing 
on your instrument. 

IT'S A HARD THING TO EXPLAIN ABOUT THE MUSIC. 

IN FACT, IT'S USUALLY NOT WORTH THE TIME TO 

TRY TO EXPLAIN. IT'S BETTER THAT YOU SHOULD 

JUST, YOU KNOW, PUT ON A VERSION OF “BODY AND 

SOUL” OR WHATEVER YOUR FAVORITE BALLAD IS. 

JUST THE FACT THAT THERE ARE THESE 

MUSICIANS, THEY'RE ON STAGE, AND WHAT THE 

MOTIVATION AND THE GOAL SEEMS TO BE – THAT 

YOU JUST WANT TO PLAY SPONTANEOUS, YOU 

WANT WHAT'S COMING OUT TO BE TASTY, 

TECHNICALLY TASTY, AND THAT EVERYONE 

SHOULD BE WORKING TOGETHER.  

BUT ALSO, YOU'RE CALLING ON SOMETHING THAT – 

SOMETIMES IT'S THERE, SOMETIMES IT'S NOT – 

THAT'S VERY DEEP INSIDE, YOU'RE ALMOST, YOU'RE 

ASKING ALMOST, THAT SOMETHING COME 

THROUGH YOU. 

Well, when you play, when you're really in it, 
it's just like you're an instrument, or something 
else. You're just there. But yeah, I think you still 
have to be on top of it enough to know when it's 
not happening. I mean, everybody has their 
little tricks and the things that they do to save 
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them their licks or their signature, or whatever. 
Even if – whether it' a ballad, or whether it's 
“Flying Home”. You know.  

Yeah, I think that music is a spiritual thing. 
And it's a lot of work to get to that point. You 
know, somebody, Miles said, – and I can't quote 
him, I'm just paraphrasing him – 'It's one thing 
to play what you know, but it's another to play 
what you don't know. Another words, that's 
what you want to get to. Because you can play 
what you know all day. But to get to a point 
where you can kind of reach out and touch 
something – and of course, you want to reach 
out and touch the people you're playing for. 

THERE'S ALWAYS AN 'INNER THING' THAT'S GOING 

ON, WITH THE AUDIENCE.  

Oh yeah. 

THAT'S A GOOD QUESTION. ART TAYLOR ASKED 

THIS QUESTION OF A LOT OF MUSICIANS, AND THAT 

IS: 'WHEN YOU'RE PLAYING, ARE YOU PLAYING FOR 

THE MUSICIANS, FOR YOURSELF, OR FOR YOUR 

AUDIENCE?' 

I play for myself and the audience. I don't 
know if it's in that order. I play both for myself 
and the audience. I used to play for the 
musicians, for me and for the musicians. And 
that's one thing, you know.  

Music is not an intellectual exercise. Because 
when I say 'play for the audience', I'm not 
saying you play down to the audience. You try 
and reach the audience, whether they're 
musicians or lay people, it doesn't matter. It's 
just that you have to play music! You know? 
You have to be sure that you're honest and 
straightforward in playing – you know, being 
real – and that's for yourself. I enjoy playing for 
myself, I enjoy playing in these bands, you 
know, playing with Dexter or Bobby or Art,  It 
seems like I've got the best seat in the house, 
because I can listen and I can play too! You 
know? [Laughs] 

I THINK A LOT OF LISTENERS ACTUALLY FEEL LIKE 

THAT. THAT'S WHAT I FEEL. WHEN I'M LISTENING, 

THERE'S A PART OF ME THAT'S ALSO PLAYING, EVEN 

IF I DON'T HAVE THE PIANO, OR WHATEVER 

INSTRUMENT THERE. THERE'S ALWAYS THAT PART 

OF ME THAT IS WITH THE MUSICIANS. I THINK THE 

BETTER THE MUSIC GETS, THE CLOSER THE 

LISTENER GETS TO REALLY BEING IN THAT MUSICAL 

TIME. 

Uh-hmm. 

I WANTED TO ASK YOU ABOUT THE ALBUM THAT 

YOU DID WITH DEXTER. IT WAS A BIG BAND ALBUM. 

HOW LONG HAD YOU BEEN PLAYING WITH HIM AT 

THAT POINT? 

Oh, maybe a year? I guess. I'm not sure, really. 
[Laughs] 

AGAIN, YOU WERE – IT WAS VERY SPECIAL TIME, I 

THINK IN THE MUSIC. BECAUSE THERE WAS A 

REAWAKENING GOING ON. 

Oh, yeah. 

SO MANY THINGS HAD HAPPENED IN THE EARLY 

PART OF THE '70S – JUST TO PUT THIS IN A 

TIMEFRAME: A GOOD MANY CLUBS HAD CLOSED 

DOWN, AND THE MUSIC INDUSTRY HAD REALLY 

GONE RAMPANT WITH WHATEVER ELSE WAS GOING 

ON. THE RECORD COMPANIES OUT HERE WERE 

VERY STRONG, AND THERE NOT TOO MUCH 

CREATIVE MUSIC IN THE WAY OF JAZZ BEING 

REPRESENTED.  

WHEN THE THING HAPPENED WITH DEXTER COMING 

BACK, THE WHOLE THING WAS TRUMPED-UP. YOU 

KNOW, THE PUBLICITY PEOPLE WERE BROUGHT IN, 

AND HE GOT THE CONTRACT WITH COLUMBIA, AND 

SO IT WAS ALL VERY MUCH A CONCERTED KIND OF 

AN EFFORT. BUT IT WAS IMPORTANT BECAUSE HE 

WAS THIS GUY WHO CAME BACK INTO THE 

COUNTRY AFTER BEING GONE, IN MANY WAYS, NOT 

JUST PHYSICALLY, BUT MUSICALLY AS WELL. AND 

HE GOT TO PLAY ALL OVER THE COUNTRY. I MEAN, 

EVEN IN ANN ARBOR, MICHIGAN. PLACES LIKE THAT. 

AND YOU GOT TO PLAY WITH HIM IN A LOT OF 

THESE PLACES. 

Yeah. 
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THAT'S WHAT I MEANT WHEN I WHEN I STARTED OUT 

BY SAYING IT WAS KIND OF AN EXPOSURE THAT 

YOU HADN'T HAD BEFORE. YOU WERE WITH 

SOMEONE LIKE DEXTER, WHO WAS RIDING A BIG 

WAVE THERE. DID YOU FEEL THAT AT THE TIME? 

Oh, yeah. When I was with Dexter, I really got 
more exposure as a player. Because Dexter 
Gordon is kind of a legend. He was probably 
John Coltrane's biggest influence. And Dexter 
had been in Copenhagen all those years – 14, 15 
years, something like that. And he'd been 
playing in Europe for quite a while. Maybe once 
a year, he'd come back and maybe play a few 
gigs in the States. And then go back to 
Copenhagen.  

But you know, I was really surprised when he 
got over here and he did a record – that was 
with CBS. When we traveled, I was surprised to 
see so many people under 30. Maybe two thirds 
of his audience, or even half of his audience, 
was under 30. But then there were also those 
guys that would say, 'Oh, Dexter! You know, I 
haven't seen you in 30 years!' [Laughs]  

When we traveled, I was 
surprised to see so many 
people under 30. Maybe half 
of his audience, was under 30. 

And Dexter always had something going on 
with the audience. He seems to have some kind 
of magnetism with the audience. I think his 
being gone and coming back made him sort of a 
legend. That was one of the things that made 
him a legend, aside from his playing in the past.  

Yeah, I felt that I was getting more and more 
exposure in that sense, because it was a playing 
band. And it gave everybody room to play. So 
there were many times that I would just play 
solo piano. We'd do some TV, sell some TV 
spots, and I'd always hear about them being 
played but I'd never get to see them! [Laughs] 
But it was like, 'Oh yeah, I saw you with 

Dexter!' So it was great. I got a lot of exposure 
with Dexter, I think more from our playing live 
than actually from the records – although I did 
get space on the records. When we were playing 
live, it was something else. It was like a whole 
show. 

I GUESS TRAVELING THROUGHOUT THE COUNTRY 

WAS A GOOD EXPERIENCE. 

Oh, yeah, like I said. The audience was such a 
broad audience. From young people to people 
who had known Dexter and were familiar with 
Dexter because of his playing when he was 
working here, with Billy Ekstine, you know, 
when he was doing his thing before he first left 
the States. 

YOU WERE DOING A LOT OF STANDARDS AT THAT 

POINT TOO, WHICH DEXTER WAS INTERPRETING.  

Oh, yeah. 

'HOMECOMING' WAS A BEAUTIFUL ALBUM. THAT 

WAS THE FIRST ALBUM THAT CAME OUT AT THE 

TIME FOR HIM AND FOR A LOT OF MUSICIANS, 

WHERE A GOOD DEAL OF ENERGY WAS REALLY PUT 

INTO THAT. 

Oh, yeah. Slide Hampton did the writing and 
he's a real fine writer. And Dexter and Slide had 
been associated in Europe, because I think Slide 
was also living over there for a while. And so 
they were they were pretty close. I know Dexter 
felt very comfortable with Slide doing the 
writing for that record. 

WHEN YOU LEFT DEXTER, YOU WERE ALREADY 

LIVING OUT HERE. THIS WAS WELL AFTER THAT 

ALBUM– 

Oh, yeah. I moved here in '71. So when I 
started with Dexter, I was out here. I think I 
probably started with him in 1977. Yeah, '77 to 
'79. I spent about two years working with 
Dexter, all told. They were really special years – 
he was a special guy. Because we were very 
close, also. 
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DO YOU GET TO GET TO TALK WITH HIM THESE 

DAYS? 

Yeah, when I get to see him. You know, our 
paths don't cross that often. But when he's in 
town I get to see him, or when I'm in New York. 
If we're both there, or out on the road in the 
same town, with festivals. Often, Dex is 
working in one place, then he's off, then I'm 
working or vice versa. But we get to hang out. 

YOU KNOW WHAT, I'M GONNA PLAY SOMETHING 

FROM THIS ALBUM... [PAUSE]   

SO, “I TOLD YOU SO” IS SOMETHING THAT YOUR 

WROTE FOR A CHURCH? 

Yeah, I wrote that when I was working in the 
East Harlem Protestant Parish. I was writing for 
the young people's choir, and that's one of the 
songs I wrote for them, “I Told You So”. 

FOR VOICES, YOU SAY. YOU HAD ALL OF THE PARTS 

WRITTEN IN? 

On that one I didn't use any parts. For “Think 
on Me”, I used parts. But this one I did mostly 
in unison. It's one of those fast ones – I did real 
quick. That's not one of the ones I wrote on the 
subway. [Laughs] But I wrote one for them 
called “Love Song”, I wrote that down on the 
subway. 

DESCRIBE THIS BECAUSE THAT'S SOMETHING THAT 

IS – I CAN'T... 

Oh, you just sit up there and you think about it. 
You know, you're on the subway and you've 
got, what, a half an hour, 40 minute ride. I just 
had the stuff going around in my head and I 
just wrote it – right there.  

YOU HAD A PAD OF PAPER RIGHT THERE, AND – 

No, no, no, I had it in my head. You just have 
the piece and you shape it in your head, and 
you know. I wasn't writing there. I wrote it 
down when I got home. I got the bridge on the 
bus! [Laughs] I got the other section on the bus. 
And I got home and I sat and played it on play 
and I wrote it out.  

Because you know, if you have something you 
hear – as long as don't forget it – you can still 

write it down later. If it really makes that strong 
of an impression on you, then you can go ahead 
and do it.  

I could sit on the subway and 
jot down some notes. I used to 
have these little staved index 
cards. So I could jot it down. 

PIANISTS HAVE AN ADVANTAGE THAT WAY, 

BECAUSE YOU CAN REALLY THINK, AND DRAW A 

KEYBOARD IN YOUR HEAD. 

Yeah, some guys really need the piano to be 
able to sit down and write. But if you can see 
the changes – to arrange sometimes one would 
say that, but after a while, you get to know what 
goes where. You know what horns you want 
here, what sounds you want there. Or 
approximately what you want, so you have the 
impression of what you want, at least. 

AND CONTINUE THROUGH WITH THAT AS YOU GET 

TO THE PIANO. 

Yeah. But you can write something down. You 
can write down the outline. I mean, I could sit 
down on the subway if I had a little manuscript 
– I could sit down and jot down some notes. 
And maybe I did. I used to have these little 
index cards, staved index cards. So if I had 
thought to bring it with me, then I could jot it 
down, if I had a seat and if I had a pencil.  

The subway is rough. Because your really 
bouncing around all the time, especially in the 
New York City Subway! [Laughs] 

HANGING ONTO SOMETHING AND WRITING... 

Oh yeah, I mean, I used to just hang on to a 
pole or something.  

Sometimes, the way the train would sound on 
the tracks would make you think of a piece, give 
you ideas. Because they keep on changing. 
Sometimes it's there for a while, you have 
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something that's pretty consistent, but it always 
changes a little bit. 

AS WITH THE SOUND INSIDE A PARTICULAR 

PASSAGE OR SOMETHING. ONE OF THE TUNNELS, 

YOU GET THE CLACKING SOUND. 

The subway was so loud. You had to really yell 
to have a conversation with somebody next to 
you. You'd have to speak very, very loudly. 
[Laughs] 

THE OTHER SONG THAT I WANT TO ASK YOU IS 

“MORNING SONG”, BECAUSE THAT SEEMS TO HAVE 

A SPECIAL KIND OF MEANING. 

Well, I wrote that in the morning. [Laughs] 
Five o'clock in the morning. I was at Eddie 
Henderson's house. In fact, he recorded it first. I 
was just sitting there and he had gone to bed 
and just sat down at the piano and the sun was 
coming in over the piano. I started playing, and 
one note led to the other and sort of came out. It 
was just a feeling, you know, the way you feel... 

THERE'S SOMETHING NICE ABOUT MORNINGS. 

Yeah, it was beautiful morning. It was real 
bright. And Eddie was living in a double A-
frame in the Berkeley Hills. So it was really 
beautiful. You know, you see the sun coming 
over these hills. And California is such a 
beautiful place, especially up north – all over 
California. But it is especially beautiful in the 
Berkeley Hills, and that time it just kind of 
makes you think of something. 

A KIND OF PEACE. 

Yeah. 

AND YET ALSO, THERE'S A VERY CONSTRUCTIVE 

ELEMENT TO THE SONG. LIKE BUILDING A DAY. 

Yeah, that's actually way I thought of it. It's not 
really a simple piece. The way it's written. The 
melody is fairly simple, and yeah, the structure 
is kind of simple. There are little tricks with the 
rhythms in the melody, but it basically is a 
pretty simple piece; at least it comes off like 
that. [Laughs]  

You know, I believe in writing pieces that are 
pretty much to the point. Sort of like Wayne 

Shorter – I really love the way he writes. He will 
write melodies that are very simple but his 
harmonies will take this music somewhere else. 
Like, 'Wow what was that?' 

LIKE “CHILDREN OF THE NIGHT”. THAT'S ONE THAT 

STICKS OUT FOR ME. WHERE THE MELODY IS SO 

SIMPLE, AND YET WHEN HE PLAYS, THE WAY 

EVERYONE ELSE ON THE RECORDING PLAYS, IT 

JUST REACHES OUT.  

Yeah.   

[TAPE ENDS] 

I'm ready to check New York 
out again to see whether 
that's the place that I want to 
be. I've always had a New York 
state of mind. I mean, it's my 
home. 

YOU MENTIONED CALIFORNIA, AND THAT’S A 

QUESTION THAT I HAVE. YOU GREW UP IN NEW 

YORK STATE, LIKE I DID, AND AT ONE POINT YOU 

ALSO DECIDED TO MOVE TO CALIFORNIA. HOW DO 

YOU FEEL ABOUT THAT CHOICE, WHEN YOU – 

I liked it at the time. I'd like to go back to New 
York, and I'd like to check it out. California was 
good for me when I was really doing lots and 
lots of traveling. And I haven't been traveling 
like I was for quite a while now. I mean, I'd be 
gone for six weeks, back for two, gone for a 
month, back for one. So it was real nice.  

But I think I'm ready to at least check New 
York out again to see whether that's the place 
that I want to be. Because I've never, I've always 
had a New York state of mind, you know. And I 
mean, it's my home.  

I love walking. Here we are in Los Angeles, a 
driving city. I like driving around, but I miss 
walking, being able to walk from here to there 
being in pretty close proximity to everything. 
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When you walk around, there are so many 
places you pass. There are galleries, there are 
clubs – there's always something going on. 

IN NEW YORK IT'S ALWAYS WITHIN THE DISTANCE, 

YOU KNOW. IT'S NOT A MATTER OF HAVING TO STOP 

THE CAR AND PARK, AND GET INTO ALL THAT 

BULLSHIT.  

[Laughs] Right. 

IN A WAY, YOU'RE KIND OF TURNING YOUR EYES IN 

A DIFFERENT DIRECTION. 

Yeah, I've always thought about going back to 
New York. I mean, it's always been on my 
mind. But like I say, I was always spending so 
much time there. The last couple years I haven't 
spent quite as much time in New York as I had 
before. I’m getting back to New York only about 
once a year in the last couple of years. But 
before I was there at least four, five, six times a 
year. 

SO IT WAS ALMOST AS IF – 

I could have been living there. [Laughs] 

YEAH. SO CALIFORNIA WAS TO KIND OF STEP OUT, A 

VACATION PLACE, A PLACE TO REST? 

Yeah. Because for me – oh, this is not New 
York! It's kind of like a suburb of New York in a 
way. [Laughs] 

IT'S VERY TRUE. EVERYBODY HERE, IF THEY'RE NOT 

GOING TO NEW YORK, THEY'RE BUSY TALKING 

ABOUT NEW YORK – OR SEEING PEOPLE FROM NEW 

YORK. 

Granted, it's 3000 miles away, but still, you 
know, people commute. I mean, it has taken me 
the same amount of time to get from Queens to 
Manhattan, or from Queens to the Bronx, as it's 
taken me to get from LA to New York! [Laughs] 
The way stuff is in New York City.  

Yeah, I kind of miss it there. Plus, my mother is 
back there. And a lot of my family is there. So 
I'm going back to visit my mother, and also to 
see if I want to make a move, you know, a 
permanent move, or whatever. 

ESTABLISH SOME KIND OF RESIDENCE THERE. 

Yeah. 

IT SEEMS AS IF, FOR ME, HAVING MOVED HERE – I'M 

IN THE SAME KIND OF STATE OF MIND. I WAS BACK 

THERE FOR SIX MONTHS AND MADE A FEW REAL 

DECISIONS, THAT HAVE CHANGED MY DIRECTIONS. 

AND WITH THE MUSIC, ESPECIALLY, WRITING ABOUT 

THE MUSIC AND BEING IN THE PROXIMITY. NEW 

YORK IS REALLY MUCH MORE REWARDING. 

BECAUSE HERE, YOU REALLY HAVE TO DRUM UP 

YOUR OWN ENERGY, AS FAR AS RUNNING AFTER 

PEOPLE AND GETTING THINGS GOING. AND THE 

CLUB SCENE HAS NEVER REALLY BEEN THE SAME 

KIND OF THING HERE. 

Yeah, I always like to say that, to be in LA, you 
really have to be a self-starter. And I'm not 
really – that wouldn't be an accurate description 
of me. I'm more, I respond to my surroundings 
more, than being a self-starter. So that's one 
more reason I'm thinking about New York, 
actually.  

Ideally, I'd love to be in San Francisco. That's 
my favorite city, except that it doesn't have as 
much going on as New York. But it sure is a 
beautiful city. And it's a city – you can walk 
around in and you can really enjoy it. 

YOU RELATE TO PEOPLE IN DIFFERENT WAYS 

THERE. 

You can't really work too much up there 
though. 

THERE ARE A COUPLE PLACES THOUGH, WITH 

BERKELEY, THE UNIVERSITY– 

Oh yeah. It's not just Berkeley. It's the city, you 
know, inside the city itself. The character of a 
city. That's what I enjoy, is just the character 
there. 

WHEN YOU PROJECT YOURSELF INTO A FUTURE, 

NEW YORK MAY BE A PART OF IT. BUT, WHAT ARE 

YOU LOOKING TO DO THESE DAYS? YOU'VE BEEN 

RECORDING PRETTY STEADILY, SOME TRIO 

ALBUMS. 

Yeah. Gee, I don't know. I'll see it when it 
comes, you know. Whatever happens, happens. 
I can't say, 'Well, this is what I'm going to do. 
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This is exactly what I'm going to do.' I can't say 
that. Because I'm just playing it by ear right 
now. That's why I say, I'm going back to New 
York to see what's happening. But I'll be doing 
some tours.  

I plan to do more trio work. I 
enjoy the freedom of playing 
trio. It's a challenge because 
you've only got three 
instruments and the sound 
can get pretty monotonous. 
But if you change up enough, 
you can really make it 'live'.  

I especially plan to do some trio work, more 
and more trio work. Having fun with that. I 
enjoy the freedom of playing trio. I mean, it's a 
challenge because you've only got three 
instruments and the sound can get pretty 
monotonous. But if you change up enough, I 
think that you can really make it 'live'.  

I remember listening to Bill Evans, it's fun to 
listen to him. And on the other hand, the other 
kind of character, Oscar Peterson. You know, 
you can really have a lot of excitement, and also 
a lot of insight and depth. 

IT GIVES YOU A REAL CHANCE TO LEARN EVEN 

MORE ABOUT THE MUSIC. AND ALSO, WHEN YOU 

HAVE A TRIO, THE CHANGES THAT TAKE PLACE – 

LIKE WHEN YOU CHANGE A BASS PLAYER OR A 

DRUMMER – WHEN YOU'RE PLAYING WITH 

SOMEONE ELSE, THE DIFFERENCE IS REALLY 

OUTSTANDING. BECAUSE YOU'RE NOT DEALING 

WITH A FRONT LINE THAT'S GOING TO BASICALLY 

CARRY THE SOUND WITH THE MELODY. 

Yeah, well, even when you have a front line, 
the sound changes, the band changes. But yeah, 
the smaller the group, of course, the more you 
notice those changes, because there's only three 

of you. [Laughs] There's only so much to focus 
on. But I really enjoy that.  

I've been doing this thing with Ralph Penland 
and David Williams, and they are really doing it 
for me. They make me feel so comfortable and 
so right that I want to pursue that. So that's the 
only thing that I really know that I've got on my 
mind, for sure. And who knows. I learned that 
you can never say what's for definite, what's for 
sure. What's going to be definite for you. 

THERE'D BE A LOT OF OPPORTUNITIES FOR YOU. 

Oh yeah. Because New York is, like I say, it's 
my state of mind – plus it's my home. [Laughs] 
So you go back and sometimes you might run 
up against 'Oh, yeah, I thought you're from 
California now...' You run into that attitude, but 
not too much. 

NOT AS MUCH AS IT WAS A COUPLE OF YEARS AGO. 

I THINK THERE'S A LOT MORE APPRECIATION ON 

BOTH SIDES OF THE COUNTRY FOR THE MUSIC 

THAT COMES OUT. 

Oh, yes, for sure.  

SO MANY FOLKS HAVE BEEN REALLY RUNNING BACK 

AND FORTH. FREDDIE FOR ONE, BUT A LOT OF 

OTHER PEOPLE.  

Oh, yeah. 

THEY'RE FINDING PLACES TO PLAY, ALL OVER. THE 

EXCITING THING FOR ME, THESE DAYS, IS IT'S NOT 

JUST HAPPENING IN NEW YORK AND L.A., 

ALTHOUGH THOSE ARE THE PLACES WHERE – NEW 

YORK ESPECIALLY – WHERE IT EMANATES, AND 

WHERE SO MANY PEOPLE ARE. YOU KNOW, THERE'S 

AN ENERGY THERE THAT CAN'T BE DESCRIBED 

ANYWHERE ELSE. BUT IT'S ALL OVER THE COUNTRY 

NOW WITH THE RADIO STATIONS. THE ATTENTION IS 

BEING PAID TO THE MUSIC THAT'S HAPPENING 

TODAY. AS WELL AS THE TRADITION. YOU KNOW, 

THERE'S A GOOD DEAL OF ATTENTION. 

Oh, yes. I was surprised to see that much 
attention in New York. I mean, from what I 
understand, is really, really strong. David 
[Williams] came back from New York. And he 
came back with a page from the Village Voice to 
show, saying 'Look at this! Do you see how 
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many places?' You know there's one guy who's 
got a gig at 10 o'clock here in Brooklyn, at three 
o'clock in Queens, and at nine o'clock in 
Manhattan. Jimonetti! [Laughs] 

IT'S THAT WAY. IT REALLY IS. I WAS THERE IN 

OCTOBER, AND I WAS JUST RUNNING AROUND. 

YEAH, JUST TRYING TO CATCH FOLKS. 

Yeah. While I don't mind the weather too 
much, I do mind getting cold. You grow up in 
that stuff, but you never really get used to it. 
Because, I mean, when it gets cold, it gets cold! I 
don't care what you say. [Laughs] But even out 
here. It's funny, out here when it gets down to 
50, it feels cold. When it's 40, you know, in the 
40s, 50s, 'Gee it's cold!' And you know, you 
think about and say, 'Wow, look at me. These 
people in New York are talking about zero.' 
That's Fahrenheit [Laughs]. Yeah, the last time I 
was in New York, it was the last Christmas that 
I spent some time in New York. I was walking 
around in weather that was, I mean, it was so 
cold! It was below zero Fahrenheit with a 
windchill factor of 40 below. You know, you do 
what you have to do, but I mean that was cold. 
But it was fun. I love it. 

THERE A DIFFERENT WARMTH THERE WHEN IT'S 

COLD. IT'S A WARM CITY WHEN IT'S COLD. 

It has to be! It has to be. 

I'M SURE THAT WHATEVER YOU DO, YOU'RE GONNA 

BLOW SOME PEOPLE AWAY, WORKING THERE. 

I just want to go back and work and play, and 
have a good time. Do what I have to do. 

YOU MET J.R. [MITCHELL], THE DRUMMER – I DON'T 

KNOW IF YOU'VE HEARD MUCH OF WHAT HE'S DONE, 

BUT HE'S VERY FINE. HE'S DOING A LOT OF WORK, 

HE'S BEEN WRITING SUITES, WHILE HE’S ALSO 

TEACHING AT AMHERST – WITH ARCHIE SHEPP. SO 

HE'S KIND OF IN THAT AREA. BUT HE'S SOMEBODY 

WHO I KNOW, IF YOU EVER NEED A DRUMMER... 

Oh yeah. There are so many people in New 
York, it's unbelievable. That's another reason. So 
many musicians in New York! 

IT'S SO RICH. YOU WALK INTO A CLUB AND THERE'S 

SOMEBODY THERE YOU'VE NEVER EVEN SEEN OR 

HEARD BEFORE. 

Yeah, I had a job at Bradley's one time and I 
tried to find bass players. Now here in L.A., you 
go through about five bass players and you're 
through! [Laughs] You know, you really have to 
look! In New York I had a list I didn't believe – I 
went through Ron Carter, George Mraz, Cecil 
McBee, Reggie Workman, Clint Houston, Rufus 
Reid, etc, etc, etc. But everybody was busy! 
[Laughs] I finally found someone, but it's crazy. 

THAT'S ONE THING, I THINK YOU HAVE TO BE THERE 

AND BE AROUND FOR A WHILE. AND THEN YOU 

KNOW. BECAUSE IT'S BUSIER, I THINK. 

Oh yes. Sure is. Very busy.  

I APPRECIATE YOUR MAKING THE TIME FOR ME. 

Oh, my pleasure! 

IT'S ALWAYS NICE CATCHING UP WITH YOU. WHEN 

ARE YOU LEAVING? 

Next week, probably. 
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