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How was it that you began to play the sax – was that your 

first instrument? 

Well, I took piano lessons, when I was very 
small for a very short period of time. I guess, I 
was maybe about six or seven years old. And 
unfortunately, that didn't seem to hold my 
interest too much.  

And then later on, much later on, I heard 
Coleman Hawkins playing 'Body and Soul'. 
That really touched me and made me want to 
play saxophone. So my family got me a 
saxophone. And I immediately started 
practicing it, and then took lessons for about a 
year from a teacher and started playing in 
bands in Junior High School and through High 
School. 

That was the instrument almost from the start? 

Right. 

You had enough of a musical background, after the piano, 

to see that you wanted to continue on the sax? 

Well, unfortunately for me, I didn't stay with 
the piano long enough for it to be a very good 
musical base. That was my own big mistake, not 
realizing that until later. But the saxophone 
really appealed to me immensely. 

Consequently, I really spent a lot of time 
practicing and listening to the great masters like 
Coleman Hawkins, Lester Young, Ben Webster, 
Don Byas. Herschel Evans. All the great tenor 

players that I really appreciated and respected 
so much. 

Did you get to see any of those people at that time? 

Oh, yes. During the time when I was in high 
school, Lester Young came down to play a gig at 
a club not too far from where I lived. And so me 
and a drummer by the name of Leon Perez – we 
grew up playing our instruments together, just 
he and I, we would play all day – we waited 
outside the club, because we were too young to 
get into the club. Listening to Lester Young all 
night. And then we walked him home to where 
he was staying. And that was a big thrill for us, 
especially me. And he was asking us different 
questions, and he was very warm and knew 
that we were trying to get into the music. 

We waited outside because  
we were too young to get into 
the club 

And he was beautiful. The next time I saw him 
in person I was playing with the Max Roach- 
Clifford Brown Quintet. It was opposite Count 
Basie at Carnegie Hall, and he was a guest 
soloist because he was no longer working with a 
band for many years. I think that was the next 
time I saw him. Naturally, I'm listening to him 
through the years, since that time. 
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I'm curious how old you were the first time you saw Lester 

Young. 

I must have been about 14 or something like 
that. 

You had been playing the horn for long enough to... 

Long enough to know that he was one of the 
great master, creative geniuses. I'd been playing 
long enough to realize that. 

This was, you were in Texas? 

No I was raised in San Diego. I was just born in 
Texas; I never really spent any time there. My 
family moved first, ironically, to Arizona, and 
then to San Diego. So I was started school and 
went all through school up to high school in San 
Diego, California. And right after graduating 
from San Diego, I really started playing 
professionally. 

There were probably some activities around San Diego at 

the time to play. 

You mean when I started playing? Actually, 
there was a great deal of musical activity in San 
Diego at that time. The group that I worked 
with was working constantly, and there were 
other jazz groups around. You know there were 
lots of clubs with jazz, and quite a few clubs that 
had jazz and dancing, as well. But the groups 
would be playing jazz, for the for the dancers 
and listeners. And so it kind of give us a broad 
scope of music to play, you know, which was 
very good. It was a school of music. 

So that was what you did for a while around San Diego 

area? 

Yeah, for quite a while. 

Then, you mentioned Carnegie Hall. That was when? 

That was a number of years later. That was 
after I'd started coming to Los Angeles, listening 
to the very talented musicians that were playing 
here at the time. 

That was my first opportunity to hear Charlie 
Parker, which naturally revolutionized 
everyone's concept, and inspired me along with 

millions of others, you know. So eventually I 
moved to Los Angeles. 

That must have been the late 1940s? 

Well, it must have been either in the really late 
1940s or very early 50s. Because I graduated 
from high school in 1946. 

I know that he was out here for a short time. 

Yeah, well, it was during the period when he 
was out here. And he was playing concerts and 
in clubs and playing at Billy Berg's, if you 
remember that legendary spot. With Dizzy, 
Lucky Thompson on tenor – who I should also 
say was very inspiring to me. Listening to him 
was one of the greatest inspirations for me too, 
after I'd been playing a while, because of his 
fluidness in control of the instrument. I felt that 
he was a very beautiful saxophonist. 

I was just listening to the most 
knowledgeable professors that 
I could listen to and learning 
anything that I would ever 
want to learn in school. 

At that time, what were the characteristics that you were 

particularly seeking or interested in, in people's playing? 

There was Lester Young, and then Charlie Parker, and all 

of these folks had very different qualities about their 

playing. Was there anything in particular that struck you 

and that you wanted to kind of take further? 

More than anything in particular was 
everything in particular, you know what I 
mean? They were really masters of the music. 
That was my feeling then and my feeling now. I 
was just like, listening to the most 
knowledgeable professors that I could listen to 
and learning anything that I would ever want to 
learn in school. Listening to them was relative to 
that, as far as I was concerned. 
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In so doing, it makes you try to learn as much 
from them as possible. As a means of being able 
to dig down within yourself, and to be able to 
express some of your feelings through the 
instrument – despite their strong influences on 
your playing. But I'm sure that many musicians 
have kind of felt that way. 

The finest musicians do. You know, without any hesitation, 

working with a musical instrument is very much a part of 

that kind of expression. Being able to play music in your 

own way. 

That's kind of what it's about. 

It was a very inspiring time. 

Oh yeah, definitely very inspiring. 

I think that's the key to 
anybody's life, you know, is 
finding the thing that is the 
most enjoyable and doing it. 
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In hearing you play, any of your recordings, ever – all of 

those characteristics are there. The fluidness of someone 

like Lucky Thompson, the tone of Coleman Hawkins and 

Lester. To Lester Young's beautiful, broad sound, deep, 

something coming right through the horn, and to the 

harmonic ideas of someone like Charlie Parker. And of 

course, as the music has grown, you yourself have become 

quite an influence on many other tenor players. Just in the 

way that you've played, I would not hesitate to use the 

word mastery. And that's something – when you were that 

age, did you have any notion that you were going to be a 

professional musician, at that time? 

Oh, yeah. The moment I got out of high school, 
I felt that was what I wanted to do. That was all 
that I wanted to do. You know, as far as career-
wise was concerned. Definitely. Because it was 
so enjoyable. And I think that's the key to 
anybody's life, you know, is finding the thing 
that is the most enjoyable and doing it. And 
pursuing it and trying to progress as far as they 
can in it. And to love doing it every time that 

they do it, you know. Then it's apparent, 
without a doubt, that's what they were meant to 
do, I would say. So I never had any doubt that's 
what I wanted to pursue. 

So by the time you were at that particular age, and these 

opportunities started arriving for you to play with different 

folks in different cities, you were you kind of ready for that. 

Well, hopefully I was as ready as I could be. I 
was constantly practicing and trying to 
improve, you know. Naturally with each 
experience, you know, you learn. Consequently 
I had lots of experiences. Hopefully, I learned a 
little something each time. Musical experiences 
anyway. 

I imagine that of all occupations in this world, being a 

musician must be one of the most exciting and constantly 

enthralling and challenging. 

Yeah, I would definitely say so. 

How old were you at the time that you were in New York at 

Carnegie Hall? 

That was during the period I was with the Max 
Roach-Clifford Brown Quintet. That period 
lasted close to three years. 

That was a very, in terms of the music, that group of which 

you were a part, I think represented a particular high point, 

a crystallization of something, the meeting of many great 

musicians – not just the musicians who were in that 

particular group, but also of musicians who would come out 

to hear that particular group. I can't look at it from being 

there, because I wasn't born. But I can see something 

there that was obviously very wonderful, something was 

happening there in terms of the music, the growth that was 

taking place in the music. I'm curious how, how it looked 

from the inside. Were you aware of the nature of what that 

organization was doing? 

Well, I was aware of the fact that Clifford 
Brown was a phenomenal musician, as well as 
Max Roach. And that I felt very privileged to be 
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part of that group, you know, and to try to do 
my part, as part of that group. And try to add 
my little bit of individuality to the group, which 
had such master musicians as Clifford Brown, 
Max Roach, Richie Powell and George Morrow. 
I felt very grateful to be a part of a group of that 
caliber. 

How did it happen that you came to play with them? 

I was in Los Angeles, and Eric Dolphy and I 
were very good friends – and this was before he 
had moved to New York and received such 
great recognition. He used to have sessions over 
at his apartment during the day. We'd play all 
day. He also, when he lived with his family, had 
a little music room in the back of their house, 
where he would play practically all day. All the 
musicians who really loved to play, who were 
very serious about getting into the music, could 
always go by Eric's and play.  

And so at one time, after he had his own 
apartment over on the west side, I was going 
over there quite regularly to play. You know, 
with different rhythm sections playing. We 
were playing there and it happened that Max 
Roach and Clifford Brown were in town, and 
they were preparing to form a group together. 
And Richie Powell was traveling with Johnny 
Hodges, I think, and he happened to be in town. 
In any case, someone brought Brownie by Eric's 
pad, and he heard me playing. And the next 
day, he came back and brought Max. And that's 
when they asked me if I wanted to be a part of 
the group that they were putting together.  

That was the beginning of it. And the first 
engagement was at the California Club (a club 
right down the street from here) for a minute 
and then a week at the Tiffany Club, which was 
on Third Street near Pico. I can't remember the 
exact address. That was kind of like the formal 
beginning of the group. And shortly after that 
time, we went back East.  

Philadelphia became the home base for the 
group. We were playing and touring up and 
down the East Coast, playing the Blue Note and 
Basin Street in New York for a long period of 
time. Chicago, Detroit, Cleveland, Baltimore – 
the Eastern circuit. And in the meantime the 

group was recording and receiving a lot of 
recognition. Everyone really seemed to dig the 
group. 

There's hardly any real words that can describe what kind 

of group that it was which are sufficient. 

Well the group really became like a very close 
knit family, you know. I think that had a great 
deal to do with the music that came out. On top 
of the exceptional talents of Clifford Brown, 
Max Roach, Richie Powell and George Morrow. 

Were you close with Clifford? 

Oh, yeah, we were all very close. Like I say it 
was like a family. 

It just seemed like a meshing 
of minds, like we all really felt 
what each other had in mind. 

You were all helping each other out musically, a lot of 

exchange going on there. 

I guess you could say that. Although it just 
seemed like a meshing of minds. I mean, it 
seemed like we all really felt what each other 
had in mind. You know, like I say, a close knit 
family. 

That's what I mean. In hearing it, you can hear that. You 

know some organizations and groups don't have that 

closeness. 

I think the problem is that a great many 
groups, because of the economic situation, are 
not able to stay together long enough. 
Fortunately, that particular group was able to 
stay together almost three years. That makes a 
world of difference, you know. And the 
recording we did as well. 
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Yeah, prolifically. You must have been in the studio – I'm 

aware of at least three or four albums that have come out 

of that time. It must have been every couple months or so, 

you must have been in the studio. 

I can't really remember incidental things.  I 
really have a problem remembering. I can 
remember the albums, each album. But when 
they were done and how many we did, I haven't 
even really bothered to count. 

They were all recorded in New York? 

There was one recorded out here. A live 
recording with a live audience in the studio. It 
was with Clark Terry and a whole gang of 
musicians with Dinah Washington, the singer. 

Every night it was just a 
memorably exciting night, with 
many very beautiful moments. 

Yeah! That's just recently been issued again. 

Also Maynard Ferguson – a whole gang of 
people. It was, I thought, a very exciting date. 
I've always dug Dinah Washington anyway, 
you know. She's really, really something. 

You were able to contribute a number of compositions to 

that group as well. 

Yeah, there were. There weren't as many as 
Brownie – he was doing a great deal of the 
writing, as well as Ritchie Powell. Because 
during that period, I wasn't really thinking too 
much of writing. Since then I've written quite a 
bit more than during that period. 

You were just at that time concentrating on playing? 

Well, I was concentrating on playing the horn 
and enjoying every night and having a lot of 
fun. That was about the size of it! [Laughs] But I 
was really more concerned with playing then. 

That was a playing group! 

Yeah. 

You just got up on that stage there and counted off. You 

would just go into some of the those tempos, they're just 

incredible! Inspiration to last a lifetime. 

That's very true. It was very exciting. Every 
night. There's not one night that I can remember 
that wasn't a very exciting night. It's like it was 
pre-programmed to be exciting every night. 
That was the feeling I got from the audiences 
that I can remember playing for – it seemed to 
be what they got out of it too. Every night it was 
just a memorably exciting night, with many 
very beautiful moments. 

Are you in touch with Max? 

We happen to get in touch occasionally. I saw 
him in Europe, not too long ago. I was on tour 
over there for about two months with three or 
four different groups. And Max was over there, 
so we got to spend a little time together. We 
don't see each other too very often. 

These days, he's pretty much up in Massachusetts 

teaching.  I'm curious about that group, particularly 

because I'm hoping to do a program about the group and 

about Clifford as well. You know, looking to talk with 

people. I spoke with Clifford's older brother in Wilmington 

earlier this year and that was a wonderful experience. 

Hearing about his growing up and playing 'Flight of the 

Bumblebee' in the closet, so as not to disturb anybody. 

Things like that. 

Um-hmm. I'll bet! 

I guess it had an abrupt kind of an end. 

Tragic. 

There must have been kind of a vacuum of activities for a 

while. I know that all of the musicians reacted to that. There 

was a whole series of tragic things that happened after 

that, particularly with trumpeters, you know, fine 

trumpeters. After that, did you move back to Los Angeles 

or were you... 

Well, I came back to San Diego before that 
tragic accident happened, because my 
grandmother was dying in the hospital. So I had 
left the group in Chicago to come back. And 
then when she did pass, you know, my wife 
and son were here along with my mother. 
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You married in San Diego. 

Yeah. Right. So I decided that I had better stay, 
because I had been gone for quite a while. That 
was pretty hard on me as well as everyone, 
because my grandmother was very close. And 
so I stayed and within a short period of time, 
you know, the accident happened. So that's how 
that went down. 

Something like that changes the whole course of events, 

really. 

Oh yeah. 

There must have been some other opportunities after that, 

where you had decide whether you're going to stay around 

here or go somewhere else. 

Yeah, there were quite a few opportunities. But 
I felt that I should stay kind of close to my 
family after that happened. 

I guess, on the whole, looking at the result of Harold Land 

staying in Los Angeles, in this area, is that probably there's 

been a great deal more activity here than there might have 

been otherwise. I've been here long enough to see that the 

amount of activity here, at least in the last five or six years 

– probably the last 10 years or so – has been at a low 

really. 

You can say that again! 

That said, you've managed to maintain everything in terms 

of your own activity, and in terms of a group. It's not the 

easiest place to do that. 

You're right. [Laughs] 

I'm thinking about Riverside Records, even at that time, 

and since then Contemporary Records. Just in recording 

alone, you've been able to maintain that combination. It 

really takes a lot of energy to do that. It really takes a great 

deal of intention.  

I'm kind of curious. I know that you've had a number of 

different groups out here. The group with Blue Mitchell, I 

think, was one of those organizations that just has not 

received as much attention from the music echelon – the 

people who might have been around for the Max Roach-

Clifford Brown organization. These people were not really 

around for the Harold Land-Blue Mitchell organization. But 

the music was of a similar caliber. A lot of that music rings 

in the same way. 

Yeah, I think we had a very strong musical 
rapport together, and as well as a strong 
personal rapport, you know. Both. We were 
very good friends are we dug each other very 
much. That's why I think that, anytime that 
happens the music kind of reflects that. We had 
some very beautiful musical moments together, 
I felt, and I think he did too.  Because we both 
really enjoyed it. Unfortunately, we just couldn't 
seem to get anyone behind the group to give us 
a well-needed push into bigger and better 
opportunities. But, nevertheless as I said, we 
had some very beautiful times together. 

We just couldn't seem to get 
anyone behind the group  
to give us a well-needed push 
into bigger and better 
opportunities. 

I think you were also able, in that situation, to compose 

more and bring those aspects to the horn as well. 

Yeah, I think I came up with a few more 
compositions during that period. 

And Blue also contributed a couple of tunes.  

Right. 

Who was the pianist during that time for the group around 

town? 

Well usually it was Kirk Lightsey, a very 
talented pianist. He's now living in New York, 
he's worked quite a bit with Dexter Gordon and 
with countless other people, you know, as well 
as his own trio. He also plays beautifully as a 
single. He's a pianist that I really always really 
dug very much. 

A beautiful player. And he was very young around that 

time. Just a kid. 

Kirk?  Yeah, I'm pretty sure he was. Young and 
talented. 

6 An Interview with Harold Land 



And it was Billy Higgins playing with the group, as well? 

On certain occasions, yeah. 

For the recordings, I know there was Kirk, yourself, Blue, 

and I guess I'm thinking – was it Mapenzi? 

John Heard played bass at different times. 

Lawrence? 

Lawrence Marable? No. I'm having a mental 
block. 

It's information that I could probably get. 

Yeah, it'll be insulting to somebody for me not 
to remember their name.  My memory, at times 
does different things. I get a mental block. 

Some people are constantly 
pouring out compositions and 
writing. But I don't happen to 
be one of those individuals. 

I understand – you should hear about some of MY mental 

blocks! [Laughs] 

That was Billy, quite a bit of the time, but it 
wasn't all the time. And I'm trying to remember 
who it was, when it wasn't Billy. Now I think 
Tootie was on a few things. But at the moment I 
can't think. 

Was Mapenzi your composition? That's one of the most 

beautiful compositions I've ever heard. You know, a lot of 

the things that you write are is just stunning. They have a 

beauty about them. They're unsurpassed, you know, for 

just hearing them again and again, and never really tiring of 

them. 

I appreciate that. I haven't been doing much 
writing this last year. But I hope to start back. 

Is there any particular thing – do you go through stages 

where you write more? 

Yeah, definitely. I don't know, maybe some 
people are just constantly pouring out 

compositions and writing. I think maybe Cedar 
Walton might be like that, you know. Just 
constantly writing. But unfortunately for me, I 
don't happen to be one of those individuals 
[Laughs]. 

But it's like anything else, you know. Proliferation is not 

always the thing.  

That's true. 

You know, it may not be 20 tunes a month, but that one 

tune a year might be all it needs to be. 

Yeah, you've got a point there. 

Especially, you know, some even, like 'Xocia's Dance' – 

Xocia that's Harold Junior's wife? 

Uh-hmm. Right, that's Harold Junior's 
composition. 

But 'Ah  I See' – 

Now that's Charles Tolliver's. 

Is it? I didn't realize that. It must be another tune I'm 

thinking of... 

Dark Mood? 

That's a mix that we have some of your compositions and 

also there's a couple of standards. 

On 'Xocia's Dance'? No, no standards. There's 
'Dark Mood'. And a song I wrote for Lydia 
called 'To Lydia With Love'.  

I have to have to pull the album out again. The music, 

there again, is recorded, but to hear it performed live – you 

take a tune and you rework it for the performance as well. 

There's always something else that you do with it. And lot 

of musicians don't do that and I was kind of curious. Is it 

something you're doing intentionally with the group... 

Well, my feeling is to constantly be probing 
and trying to reach different levels of depth, 
you know. With each approach to a 
composition. Just trying to get a little more of 
yourself out through the framework of the 
composition that you're dealing with. I guess 
that's probably a worldwide concept with jazz 
musicians. And that's mine too. 
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It's a nice thing to have in common. If nothing else, that's 

one of the beauties of the music, is that it offers an outlet 

for that kind of element. 

Definitely. 

Do you have any tunes in particular that are you feel more 

inclined toward, in some way? 

Well, that's kind of hard to say, because there's 
so many tunes you feel inclined toward. It's 
really hard to narrow it down to just a few. 

When I talked to George [Cables], I asked him if there are 

any particular tunes that he remembers writing and seeing 

at the time – I suppose it must be all of the tunes that you 

write, you must see how all those are structured. 

Somehow, each time, something different happens within 

you, something you're reflecting something a little different. 

Is there anything in particular that inspires you to write a 

tune? 

In my case there's a whole lot of different 
things that would inspire me to write a tune. 
Something that might occur during the course 
of the day. Or when you pick up the instrument 
to play, thoughts run through your mind, and 
it's the beginning of a composition. I sit down at 
the piano, with my meager approach to the 
piano, and start going over a few things, you 
know. Before I know it, maybe something 
occurs, that seems like it lends itself toward an 
original composition. And then that's the 
beginning. At which time, you know, I usually 
pick up my saxophone, where I feel quite a bit 
more at home, and try to progress with it, go 
back and forth, until I have the melodic and 
harmonic structure pretty well formed.  

You get a lot from the horn.  

And sometimes it can all, you know, come 
from just being at the piano. But a lot of 
instances it's at the piano and the saxophone or 
the piano by itself, or the saxophone by itself. 
Just however it comes about. It's totally 
unpremeditated, so you never really know how 
it's going to go down. Just the main thing is that 
you end up with something that you feel is 
fairly worthwhile. Being able to make a musical 
statement that might touch someone's heart. I 
feel like if you've arrived at that, then it was 
worth pursuing. 

To someone who doesn't play a musical instrument, that is 

always mysterious.  [TAPE ENDS] 

Well, as a writer you probably find yourself 
with that same kind of procedure, you know. 
Arriving at something that you don't know how 
you arrived at. Just spontaneously. And it leads 
you to feel that 'this might make a nice 
composition, if I just try to finish it,' you know. 
That probing, that searching, will undoubtedly 
– something within you will lead you to bring 
something out of yourself that might kind of 
surprise you, as far as composing is concerned. 

That searching within you  
will bring something out of 
yourself that might kind of 
surprise you. 

Yeah. Surprise is an element that's at play there. There's 

always something 'coming out' in playing. An element there 

that is unpredictable. And it's like if you're trying to capture 

something, after you do, it's not as pretty any more. 

Um-hmm.  

I know as a percussionist, there's a freedom there I want to 

try to maintain, sort of allowing my hands to do a lot of the 

thinking. I imagine it's the same working on a saxophone. 

You have such a incredible sense of the horn, you know. I 

was going to use the word control, but it's beyond that. It's 

almost like a part of you, an extension or maybe another 

limb. And I was curious about that. Have you approached 

the horn, more or less just fascinated by the sound of it? 

I was fascinated by the sound as well as what 
was being done with the sound, you know. It 
was combination of both, the sound as well as 
the expression being used with the sound. You 
know that was super impressive to me, the 
musicians who were able to get so much feeling 
and get so much individual identity into an 
instrument. When some people pick up an 
instrument and it sounds just like another 
person who picks up the instrument, sometimes 
you don't really hear, at least for me, you don't 
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hear that person. You know what I'm saying? 
You don't hear that real individual. You just 
hear the instrument sounding like somebody 
else you've heard play the instrument.  

But the moment a person 
picks up an instrument and 
you know exactly who it is, to 
me, that person has found 
another extension of himself. 
Just like his arms, legs, heart, 
eyes, mouth, nose – you know 
what I mean. 

But the moment a person picks up an 
instrument and plays just a phrase or two, and 
you know exactly who it is, to me, that person 
has, as you said earlier, found another extension 
of himself. Just like his arms, legs, heart, eyes, 
mouth, nose – you know what I mean – that 
instrument has been added on to the anatomy, 
so to speak. And even beyond that, to the part 
of the anatomy that you can't even see, which is 
referred to as the Soul. When a person can get 
so much of that into metal and ivory and wood 
and strings and drums and whatever, it's like 
they just added another organ to their anatomy. 
They're able to bring out the deepest quality of 
their being, their Soul. Yeah, that's the way it 
appears to me, that's my own little 
philosophical approach to that. [Laughs] 

Yeah, that element which is so difficult to be in touch with 

becomes more accessible in playing. And I imagine there 

are certain times where it's easier to be in touch with that 

element than any other, right? That's one of the things that 

makes music challenging. There are times when I sit down 

at the instrument and have something to express and yet, 

my hands aren't in the same place as where my ears are, 

for example. And that's a challenge. And then there are 

other times when there is no difference between the two. 

One is simply an extension of the other.  

Um-hmm. Yeah. 

Identity is something that is very, very powerful. It's a 

wonderful thing. Being able to see and hear that changed 

my life in ways that I'm still exploring. The whole idea of 

being able to hear what someone has to say, or who 

someone is, through a musical instrument. I never really 

heard that until I heard Charlie Parker. And then Lester 

Young, Coleman Hawkins – I can go on. And each 

experience becomes richer. 

Definitely, definitely. 

With each experience you're more sensitive, because the 

spectrum goes even further. Someone like John Coltrane, 

for example. 

Definitely. 

To hear, at first, to hear what he played, and not be able to 

understand it, not be able to even sit and listen. It was so 

powerful an experience – that so much was being 

expressed, that I wasn't able to hear. And then, to suddenly 

hear something that I'd never been able to hear before. It 

was like opening a great dam, you know, and the waters 

just came flowing. 

That's understandable. 

I was curious as to his influence on your playing. It's very 

much a part of your playing. His harmonic concept is 

something that appears there.  

Well, I think Trane really had a great influence 
on most saxophonists during the latter period of 
his life. And his influence on me was more from 
his spirit, you know, as an indomitable spirit. 
That's what I've really felt so strongly from his 
playing. That's what I kind of felt, to try to 
emulate his spirit more than note for note, 
trying to play what he was playing. But to me, 
what really touched me the most was his spirit 
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and sincerity. That's what really touched my 
heart the most. 

Every note that he played had that essence, that quality, to 

it. 

Yeah, that's what I felt too. 

All he had to do was lift the horn. Identifiable.  Again, you 

know it's not unusual in the music, in that sense, to hear 

one or two notes at the beginning of a tune and know 

exactly who is speaking. Sonny Rollins is that way. 

Right. 

And Harold Land is that way. I remember hearing you 

playing with Clifford Brown, and admiring your playing at 

that time. The first opportunity that I had to hear you in 

person was one of the most exciting things that happened 

to me here in Los Angeles. 

Where was it?  

It was at the Parisian Room. 

Maybe it was Blue and I. 

No, I think Blue at that time was sick. 

It was Oscar [Brashear] then. 

Yeah, Oscar was playing. It was 1979. I think Blue passed 

in the summer that year. 

Blue had already passed? 

I think it was that summer. But the group that you were 

playing with, Oscar was on the trumpet. And again, to try to 

describe that experience as a fan, as someone who has 

listened, it's very hard to express that. And most times, I 

don't try.  But something I think that, you know, what you've 

done in your playing – it's a quality that can only be 

compared in similar ways to someone like John Coltrane or 

Sonny Rollins. Masters of their instruments, having the 

ability to speak through their instruments. 

I appreciate that Bob. 

And I appreciate your allowing me to sit with you for this 

length of time. 

I hope I was awake enough to give you 
conscious answers, because, I'll tell you, I had 
faded before you arrived! But I hope I was 
conscious enough to give you fairly coherent 
answers to your questions. 

Coherence is sometimes not the important part, for this 

kind of thing. Sometimes I find that things are said which 

may not be coherent at the time, but a couple days later – 

a couple of years later – they take on a very strong 

coherence, something that can't be understood or 

appreciated at the moment. And I hope that we can do it 

again. 

 


