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(START OF AUDIO FILE)

BROWN: We will start. Today is Friday, November 19, 1993. We are in the home
of Dr. Billy Taylor, pianist, composer, recording artist, arranger, conductor, actor,
author, teacher, lecturer, radio and television personality, Dr. William Taylor. If there
ever was a renaissance man | feel that | am in his presence right now.

Good morning Dr. Taylor. 1 wuld hope that the next couple of days, we will be able to
capture your over 50 plus years of your professional career, as all these various
professions, as | have already enumerated.

| would like to start the oral history by having you state your full eatiate of birth,

place and birth and talk about your family background.

TAYLOR:  Well my name is William Edward Taylor Junior. | am named after my
father. When someone said William in my family in Washington D.C. or in North

Carolina almost everybodyhed i n t he room turned. We had |
the favorite family name | guess. So | am a junior.
|l was born in Greenville, North Carolina on

lived in Greenville only a short time but my mother informedthat we actually lived

in Greenville for about two or three years, then we moved to Raleigh. And my father
and mother met when he was a dental student at Howard University. So when he
graduated and married her, he started his dental practice in Glearittil his best

friend who was a medical doctor, whose name was James Battle.

So we |lived there but my mother being a cit)
tiny tobacco town. You had to go through cornfield and tobacco field to get anywhere

youwer e goi ng. And she didnét | i ke that so n
toéshe said | want to go back to Washington.

bigger town, so he moved her to Raleigh.

We stayed there for about a year or so but shesaid t hat 6 s not Washingto
moved back to Washington D.C. which was her home. He started his practice there and

| grew upé | started school in Washington D.
Ral eigh I am tol d. | have vagué¢ membeemsefrottle r t hat bt
Raleigh and Greenville because | had many relatives on the Taylor side who still lived,

in those days in North Carolina. And we would visit almost yearly. We would go back

almost every year to visit someone.

So most of the nmaories | have are confused with the visits as opposed to the time that

| actually spent there because | was much to young.

BROWN: What was your motherdés maiden name an{
more about your extended family?

TAYLOR: My mot hewds Bamen. And she waséher f &



i n Washington D. C. It was the Grayson f ami/l
from her mother. Her father, Nat hani el Bac
dondt know very mutltabhsidabdecause mympthefr veaswery gld

when | had the presence of mind to ask her some questions about the family. | was

asking her basically about her childhood in Washington D.C.

So she had two brothers and a sister, there were four to themheynalltlived in

Washington for a time then her older brother moved to New York. He was a dentist

also and he moved to New York and established a family here. That part of my family

was al most | i keéwe were | ike bhetséreshiahdr si
were as close to me as my own brother. We are still very close, those who are left. A

couple of them have passed away.

So | have vague memories of growing up in Washington D.C. | have a younger brother

whose name is Rudolph Antoine TayldVly mother had lost a male child in between

the two of wus, so there is a five years di ff
older. He, when we were young, we both took the mandatory piano lessons. My music

teacher, Elmira Streets told my fathin confidence that the younger son was probably

going to do okay as a musician but the ol det
serious about his music and he keeps fooling around with everything that she gives him

to work on, so he should firmbmething else to do.

BROWN: What did she have you do? Was it traditional piano lessons?

TAYLOR:  Sure. We studied the, you know the Hannon and Bach and Mozart and

the usual European piano tradition. And she was a very good teacher. | remember her
exdaining things very clearly and understanding what she said. But she was right, |

really wasnodét interested. I wanted to be hi
music.

The reason | asked for piano lessons, and the only reason my brother took it was

because | was taking it, but the reason | asked for piano lessons was because | wanted to

sound | i ke one of my wuncles on my fatheros
Everybodyé many of the males in my family,
pi ano. Everybodyl anednyarnathaem@ds sBute, my mot

both played a little piano. Her brother in law, the man that her sister married, played a

little piano by ear so | heard a lot of piano and different kinds of piano. It was mostly

European classical musici € and church music because my ¢
fatherdés side was a Baptist minister and we
father was choir director in his fatheros cl
organ and the piano asa forth. Except for this one, actually two uncles. One was my

Uncle Clint and my Uncle Bob both played jazz.

Uncle Clint was a visual artist. He later became, after he finished art school and

became a professional é he ebtat@ddTnCollegeine head of
Greensboro, North Carolina and was there for many years up until his death as the head

of their art department. But he wasé | didi
with us a short time in Washington but then he moved awgy to art school and |

would only see him periodically.

On the other hand Uncle Bob, Robert Lee Taylor was like for me the hippest guy in the



family. | mean he was a street guy. He knew everybody in Washington D.C. And he
later became a newsman anddree the assistant to one of the mayors of Washington

on a political level. But he worked at the Y and he knew all the street people, all the
nightclubs and all the folks that were doing things in the community, mover and shakers
in the community on the gssroots level.

So | just liked him, period. He played the piano so | wanted to do that. So | asked him

to teach me. And he said, ANo I am self t al
and he gave me my first Fats Waller record. So | fooledraravith that and tried to

take the stuff off of the record and it was
do that. SO | began to try and practice a little on the piano and try to develop

something.

And | kept aski ngomeyazzdplayer thatfl cotlchsmidyavithwWelln 6t s

he didndét know anybody that was a jazz pl ayc¢
Streets and a couple of other teachers that taught European classical music.

| finally many years ago, many years aftereafthad really learned to play a little jazz,

discovered an old rag time piano player, named Louie Brown who was teaching but by

the time | goté discovered him I was alread)
was taking stuff off in a more contemppordashion. He was playing Stride piano and

playing the old rag time things and did teach me a lot about rag time but | never really

studied for very long. We became friends and he kind of gave me some informal

lessons and a couple of formal lessonsnhastly informal stuff.

BROWN: Do you remember how old you were when you started formal lessons?
TAYLOR: Seven.
BROWN: And that continued foreée

TAYLOR:  That continued off and on for the rest of my life. | am still trying to do

t hat . But plelfegaod tedtrers. As | gotolder | realized that in order to

do what | wanted to do | had toé my uncle Rt
also. So he really kind of guided me in my listening because jazz was the popular

music when | was a kidAnd some of my early recollections are of hearing a small jazz

bandé this is in North Carolina, hearing a |
And | was fascinated by the drummer. | went over and watched this guy play. And he

was doing all this funny stuff and kiag all this noise and people were dancing all

over the place. And that was fascinating,
understand how he could do all that at once. You know sticks were going in all

directions. And | looked over and he was daspgiething else with his feet.

And | just remember that as an early impression of the drums. Later when | picked up

the drums, | remember this guy and | said gee | would like to do that. So I got a little

drum set and fooled around with it for a whilEhat was when | was looking for

something easier than the piano to play. | figured that the piano was hard. Let me find
something easier, like the guitar or the saxophone or the drums or something, something

that was easier then this monster of 88 kdys. di dndét find it so | wen



BROWN: Was there music in school, in your school?

TAYLOR:  Very much so. From the earliest, in elementary school we had people

who came in and performed for wus. We hadé i
assembly hall é we had a music teacher who wt
either into our homeroom class or some particular place and lead us in some kind of

musical instruction.

| am a little vague on what that was in elementary school because @$ Wwsaireally

into jazz and that wasnodét something that re:
music | was hearing in church and around the house. And | wanted to hear this music |

was hearing in the street, and in the theatre and in the naondesn the radio. Jazz

was all around me.

| mean | was hearing great bands on the radio. | mean | could turn on the family radio

in the summerti me, maybe when | wasnobét i n s«
or 11:00 in the morning | would hear sojaegz band play. Then in the afternoon
somebody would say, fAiNow | adies and gent ]l e m:

New York City here is Chick Webb and his Dbiq
stuff. And there were radio shows that everybodettiet to, like Amos & Andy and

shows like that.

At one point, the Mills Brothers had their own show and Don Redman was the

bandl eader and they were playing all this gt
say, it was just the popular music of the day it sounded good and people danced to

it and partied to it.

BROWN: Do you remember your first perfor manc:¢
to if you did in fact give recitals of standard repertoire earlier?

TAYLOR:  Well my first performance was actlyaplaying whatever little lessons

we had had as piano students. And we played them primarily in the house of the music
teacher. You know family and other people would come and then we might go to a
small hall, nearby hall in the community and everybadyld get up on stage and play.

| liked that. That was cool. So | learned very quickly what | was supposed to play.

And this infuriated my teachers. She said,
every week?o0 | sai d,vieWgl lwelekd@dndét have a
| was playingé | |liked to play baseball and
those things. | must confess that my mother was the reason that | practiced. She would

make me practice. She was not a musician as my father wasethad a good ear.

And she knew when | wasnét doing what | was
AThat doesndét sound that 1 t6s supposed to s
what the notes were so | would play something else and then shewoplds A And t hat

doesndét sound the right way. o [ Laughter] :
her.

|l had to practice. And she would make me si
what the difference is as tdteach. 3hewawasi ¢ | S C ¢
school teacher. So she said, Al know one t hi
t hat , itdéds about repetition. You have to dc¢



will do whatever it is. When you get it right, calle . 0

BROWN: What about your first paying gig or Yy
musiciano or playing something other than t!|
TAYLOR: She used to teach. She was a school t ¢
thing, thatifwyudr e going to | earn how to do that,6 I
that same thing until you get it right so you will do whatever it is and when you get

right call meo [l aughter].

BROWN: What about your first paying gig or your first performaace a fij az z
musiciano or playing something other then tI

TAYLOR :  Well | remember that very well. It paid 75 cents and it was for a dance.

It was foré somebody who was just a little
and we played a school dance. So we played | guess from 8:00 p.m. to 11:00 p.m. or

something like that and | got 75 cents. It was a big deal [laugh].

BROWN: So you continue to pursue music, Yyouo\
there anything aboutthei gh s c ho ol experience youobd I|ike
talking about your college experience?

TAYLOR :  Well basically, yeah. In junior high school was where | really focused

on the piano. When | first went from elementary to junior high school | gacuntact

with two guys my age whoé actually they wer
already in junior high school when | got there. A guy named Horace Preston and

another guy named Francis Madison.

They both played by ear and they both played,jand they both attracted a lot of

attention from some very pretty girls and that got my attention. So | said | really want

to play like that and have lots of ladies around.

So | began to practice what | heard them doing and we became friends. Téere wa

kind of friendly competition. Horace Preston would come over to my house. He had a

nice touch on the piano. My mot her woul d al
on the piano. Why candét you make trhe piano
playing too percussively and | should make the piano sound like a musical instrument.

So all of these things kind of came together, and in junior high school | began to study

with Henry Grant. He was a neighbor of mine. He lived across the streetrmioita

Street where we lived, where the family lived, and he took an interest in me.

He was the kind of person who went to great lengths to make sure that any students that

came under his tutelage really had an understanding of what music was about, and if

they looked like they had any talent he really would kind of nurture, and kind of point

them in a direction that was usually pretty fruitful.

| was playing saxophone and | played becaus:
do well. 1 was in thesame band with Frank Wess who even as a teenager, we were

barely into our teens at that point, but even as a very young player, it was good. For his

age he was really playing the instrument.



So I |l ooked at that and losad dt wved durmeyl, i kd
better go back and look at the guitar or look at some other instrument. So | went back

to the piano because as | said the social life had a great deal to do with it. | found that if

you played the piano pretty girls came and saterpiano stool so | said okay. So that

was motivation.

BROWN: Do you want to go back, and perhaps if you remember the names of the
schools that you attended and perhaps your neighborhoods, if you in fact lived in a
variety of neighborhoods?

TAYLOR : Yeah. When we first moved from North Carolina, we moved to Flagga

Pl ace, which is in N.W Washington D.C. I
as a matter of fact, Howard University is about three blocks or four blocks from where |

lived.

| went to he Lecrecia B. Mott School, which was an elementary school just a block or

so from where | lived. | went there until | was in about the fifth or sixth grade and then

we moved to Fairmont Street. | went to | think it was Madison, James Madison School.

| d not sure of the name because | only went there for about a year. My brother went to

Danaka Junior High School and | went on to Shore Junior High School. It was at Shore

Junior High School that | met Henry Grant.

Shore was a very interesting schoolwés right in the middle of the commercial area

of Washington D. C. There was no playground.
space that was supposed to be the playground but other junior high schools like Vanaker

and Garnett Paterson had reallyenptaces for you to play [laugh], a little space where

you could go. You had to walk a little distance for Garnett but there was a place for you

to do athletic things.

So that kind of curtailed my athletic activities until | got to junior high schoollzeid

was really when | began to focus on music because it was more fun to play the piano

and to hang out with my friends who were doing that then it was to play soccer or

whatever out in a street with traffic and you were always being yelled at or sognethin

even with the street blocked off because the

BROWN: Were you starting to work professionally at this time?

TAYLOR: Just barely. Yeah, justé there were :
men who had orchestras. Johnny Malachihbdlan d and a | ot of young
was like a little rehearsal band but it was training for a hoped for gig with Bill

Bal dwindéds big band or Tommy Miles big band,
with journeymen musicians who quickly left.

Imean someone would come and play for a whil €
Jersey, or go somewhere, so there was always a big state of flux in these bands in one or

two places and so you got to sit in for a gig or two with these guys at the most

unexeg ct ed ti mes. So youb6éd get a call, come d
show. So young guys got an opportunity to play a lot.

BROWN: Was your style starting to be influenced by other pianists, and who were



they, if that was the case?

TAYLOR : My style basically by this time, by the time | was really beginning to do

something, was first influenced by Fats Waller. | wanted to play that style of piano.

| had heard Fats Waller once in the Lincoln Theater, which was not the place where

they usually bd performers but the Lincoln Theater had an organ and Waller like to

play the organ so he took a gig playing sol «
the organ was in the theater, | could look at what he was doing. | sat right up under it

and | couldsee what he was doing and | watched his feet and | watched his hands and it

was just remarkable.

He played the piano but the piano was up on
| could just hear it and | never heard him [unintelligible] do anythiflgis guy was just

phenomenal. He was a wonderful musician.

And because of the nature of that particular job, he played more then he actually sang

and so even though he was well known as a player who sang, in those days he had

recorded a lot and dondat of stuff, he just played and it was exciting to hear as

someone who wanted to emulate him, the things that he was doing. | went and got

every record | could find and listened to it and tried to take this stuff off the record. |

was very much into tigig to do that.

We had a player piano that you work with your feet on pedals and | had tried to put my
fingers where the keys went down but even wl
enough. So | found that my ear was better. | could hear some thingsahbt

emulate better and | could try to figure out which keys were going up and down.

So that whole period was one ofé when | was
between the age of 10 and 13 was really a period where | decided that | was not going

to play the guitar, not going to play the saxophone, | was going to play the piano. |

really began to focus and began to study seriously because by this time | was studying

with Henry Grant and | really began toé | di
of practice. | wanted to practice.

BROWN: Were you composing at all in the early years, in say pre high school or
high school years?

TAYLOR : The first thing | did in junior high school was try to write a piece. It was

a very simple piece based on som¢hefharmonies that | was just then learning. As a

matter of fact, the melody was just running those chords.

So | wanted to write. I wanted to compose
do that of course so | had to wait until much later beforulcchave the facility to

even play what | was hearing.

BROWN: Can you recount your experience seeing Jellyroll Morton in
Washington?

TAYLOR: Jel l rol | Morton in | guess it was the
called the Jungle Inn. The Junghe was right down the street from the Lincoln
Theater. There were threeé Washington was 't



a very segregated town so anybody, Duke Ellington, Teddy Wilson, any person of color
that came and performed in D.C.,yhmay have been world famous as Ellington was,

but they were relegated to staying with someone or in the black community in some
way.

So everybody there had access to the Ellington band, and the Basie band, and the

Lunsford band and their members. AndtLesr Young and all of theé
Hawkins, all the famous people.
So when Jell yroll Morton moved to D.C., it \

for him to go so he bought an interest in this club and he was just there. | knew who he

was. | had hard his name and seen records by him in record shops.

There was a place called Waxie Maxieds that
dental office and the guy that owned the shop was very nice to me. He was a friend of

my f at her 60s mexdnemeandwmowthadl thinkeabout it, | must have

ruined some records that he wanted to sell l

Teddy Wil son records. |l never Dbought t hem.
them and | listen to them. | gtt listen to a lot of great music.
But Jellyrolll Morton Iis someone who was pl a\

who in those days was playing a style that | thought was corny. It was an old style and
as a young teenager | figured, | want to be ashgpas modern as | can so let me try to

play | ike Teddy Wi lson and Art Tatum, that 0:
Ear | Hi nes as much as | admired him, was not
up to what Teddy Wilson and those guys weredbirgc ause | didnét know

about music to realize what a pioneer Earl was and how much he had gotten from
Jellyroll Morton.

So | ran into Johnny Mal achi one day on U St
eveningo? I sai dHe Asneild, nfoWehliln gwea Grad | aylol. g o
Jel lyroll Morton. Hebés right over here at t
Morton, man, you know, why dondét | come ovVverl
some stuff off recoargepermahan Thatoés aHEBosai
the style is old fashioned but hebds suppose:t

So reluctantly | said, fAYeah, okayo, becaus:¢
years older then | am and | really respected dmh he was already doing some of the
things that | wanted to do. He had his own little band and he was doing a lot of

professional playing at that ti me. So | sali
So |I decided that | woul d goists. derelvdsm tr yi ng
about three or four of us. One of them was his brathtraw Ro b Harl ey, and
remember who the other two guys were. Yeah, about four or five of us.

Anyway, we went in and we took a tisabl e cl os:¢
partners pointed out to himé the place wasnh:¢
He pointed outé he said, AYoubve got a whol
tiny room. You could hear what people were saying. So he told him, hésdid,u 6 v e

got a whole table full of piano players thet

us, nothing but kids, youdbre kidding, piano
So he kind of sauntered over to the piano when he got ready to play and sneered at us

andsaidinsomagn wor dsé well said, right out, M@AYou
supposed to be piano players, you canét pl a)



I mean this guy, he was playingé the first t
whole New Orleans band.could hear the clarinet line and the trombone line in the left

hand, and all of thisé wait a minute. Il me
Plus he was playing in some keys like E and A. For me to play jazz in those keys was
difficult. 1 had masterethe 12 keys and so | could play in E flat or maybe D flat, some
hard keys but not all of them.

So this guy is just all over the keyboard, playing all of these things and just tossing it
away. Hedéd play a | ittl e déconsternaionannd he
my face i f no one | seds. |l 6m | ooking a
really showed off hen. Hedéd be dizzy p
Ma n, |l went home and pr act imxedémotidnkabotit |1 r
t his. Hereb6s a style that | knew was ol
something that | cand6t even do that on t
folks are doing. 6ve really got a | ot
Solreally began to practice very seriousl
go back and try to learn the Jellyroll Morton things at that point but it made me work
harder on the things that were coming, t
was sort of trying to master at that poi
di dndt mean to be but he really was an i

e
t
n
y
a
I

BROWN: Did you have a chance to see any of your other influences, idols, Art
Tatum or Teddy Wilson in Washington?

TAYLOR: No. Teddy Wilson came to Washington and he played up on 14th Street.

He was working downtown with Benny Goodman. This was when he was with the
Benny Goodman quartet. He came up and th
remember the nightclubb o w . Il just remember it was on
Street. |l candt remember exactly what it
earlier club then that. Bally was across the street from whatever this club was.

Teddy c ame. thejdm séssiah bud He weneoaer to another club afterwards

and somebody got him to sit in and | heard him play like just one tune at this Republic
Gardens it was called, right next to the Republic Theater on U Street.

That was actually one of the firdipes that | actually played a professional job, the

Republic Gardens. So it was one of the few places | could go in. | was very much
underage. | was big for my age but | was about what, 14 | guess, 15, something like

t hat . But thegbwetr enddat td Icamgfad | di dnodt
get in any trouble.

So | heard Teddy play and | was astounded.
tenths and doé have the kind of pearly sounct
di dmow khow he could geté how can he get t ha
[laughter]. It was just wonderful.

So actually | heard Waller, | heard Wilson. Then | heard him again. He came to

Washington with Willie Bryarmeanfusedds®wond and |
whether that was before or after his Benny Goodman thing because | remember hearing
him just play there so I d6m not sure about ¢t

places.



BROWN: You said you started playing professionally. Do yemember the
clientele that you were playing for and the functions that you were playing for?

TAYLOR : Basically | played kid stuff. | played for dances. Somebody would hire
a band cheaply, just to entertain folks and go through that. But as | sead, éasy for
me to work on U Street. My uncle knew all of the folks so he had taken me to hear

some of these people and so they knew | was
Besides my family lived in that area. My grandfather lived around thercioome the
Lincoln Theater. He was a minister and he |

everybody knew who | was, they looked out for me, and it was not likely that | was
going to get in any trouble.
They served beer and whiskey in those clubs. Nobdagwdedrink. Even though they

|l et me come in, they wouldé coca cola, ging:
was all owed to drink. They were very nice ¢
drunk or try to do anything like that, | could plfoy singers and do the kinds of things

that | did.

| 6d play for singers. Singers would wal k ai
the tips, so even though | only got a doll ai

dollars a night. That wodlbe nice. Singers made a lot of tips.
BROWN: Do you remember the tunes that you were playing, any of the tunes?

TAYLOR : Yeah, the pop tunes of the day, things [ike nBlameMe. | remember

that because it was the first thing | ever heard Teddy Witday as a solo and I loved

the way he played that. | had heard him play other things. But we were playing things

like ChinaBoy, Nagasaki

Matter of fact, the tundlagasakihad the same changesl &30t Rhythmexcept for the

bridge, and that was wheréarned rhythm changes, not frdrot Rhythm | learned

how to play the first eight bars bfGot Rhythmfrom Nagasaki It was an earlier tune.

The bridge for that is the same as the bridgeifmmeysuckl&Rkoses o it 6s one of tF
all purpose bridge

But | candt r e me mb elLizerwds atune that wesplayeth eMee wa s é

pl ayed some Gershwin tunes. We played a | of
Ellington was from Washington. Everybody knew Ellington and loved him.

There was a youndgyer when | was in junior high school, his name was Billy White.

He was a alto saxophone player and clarinetist, and when | got serious about playing

music he was the guy that helped me really focus on songs ik&entimentaMood

and he pointed ouhe really great melodies of Ellington.

When | studied with Henry Grant he actually explained to me what those harmonies

were, but White had already sort of pointed
things, let me check this one oMtpodIndigois dl right but check out the changes to
Sophisticated.ady. So he took me from the simple Ellington things that | was able to

play to some things that | had to really wot

BROWN: So youbre basically saying that you w¢



educaibn in theory as well as just piano technique, that they went hand in hand.

TAYLOR : Oh, yeah, very much so, from everybody. From guys who were my age

and fromé there was a good sharing of infor:i
White, and Frank Wes and a whole bunch of other guys that were doing things.

Billy Exstine was living in Washington D.C. In those days he was singing with the

Tommy Miles band and so he was effecting as a teenager, all of the singers in that area.

He had such a popular Bythat all the singers wanted to sing like him, so what was he
singingé that was what a | ot of the singers
[laugh], and therfrlamingoand tunes like that that Ellington was doing with Herb

Jeffries.

Theywouldcom t o the Howard Theateré Don Redman v
Theater and play some of the things that we had heard him play on the radio because he

had this radio show. So you were hearing al
just wiped me out. | add not figure what those chords were.
't wasndét until many years | ater that | real

tone and that was just beyond my musical experience in those days. But he was a well
trained musician and even though it wasymelodic, it was harmonically very
involved.

BROWN: So the same time that you were learning how to play jazz/popular music
from the practitioners, were you also learning traditional theory and harmony practices
in school?

TAYLOR: Yes. | wasyé Gwiatnt Hend wi t h ot her musi
Ri ece Europe was one our teachers, this is .
School. She and Henry Grant were personally responsible for many of the great artists

that came to our schools andforrgalldi rect i ng our attentioné st
vocal person in the music instruction there.

She was the vocal music teacher, he was the instrumental music teacher so we had both

in our high school. So you could sing in her choir and/or you could plag in h

orchestra.

They were very big on harmony and theory. You had to know what you were singing

or playing. Your note in thisé the reason |
note in the chord and youor e sleughpopeotkat d t o h e :
in other words. Youdre playing this phrase
therefore IOm not hearing these chords, whi

BROWN: Thatdos pretty advanced, yeah.

TAYLOR : Henry Grant was one of the few peogiattDuke Ellington looked to for
that kind of information. IMusiclsMyMistress heds one of the few pc¢
full-page picture. The Duke had great respect for him.

BROWN: Any other students, such as yourself and Ellington that went omi fa
that had studied with him?



TAYLOR: | honestly donét remember. | do know
there is, yeah. One in particular, one of the great black composers, George Walker was

one of the students at Dunbar High School. He waseaaditttad of me. He was a

wonderful pianist in those days. He was already concentrating on the classical

repertoire and playing it in assembly.

| remember thinkingé we had a pianist who c:
because he was the first conceanst that | had ever heard where | could sit and look

at what he was doing when he was playing | it
right here just | ooking at what heds doing.
someone play that repeire.

But | remember thinking, gee, George plays that well because George could play

[l aughter]é | mean, this guyés a profession:
George i sé you know, heds good [l augh].

But | never had any desire to play claasmusic as classical music. | wanted to have

that technical facility and | wanted to be able to do those things but | wanted to do it in

jazz, and so though I admired George Wal ker,
direction that | was interested fiollowing.

BROWN: Were you also a good student in the other subjects in high school?

TAYLOR: Fai r . When | applied myself | did wel
|l was so enamored with music and | was SO0 Wwl
| read a lot in those days. So not only did | practice but | was reading novels.

| found out in those days that the Library of Congress was my library so | could go to

the library and get these wonderful books, fantasy books, all kinds of stuff. | was into
reading things abouté what would you call it
gods of Norway and Sweden, and who are theé
and so forth.

That was fascinating to me because my mother had brought me up on ésrgrtdlso

| read a lot of fairy tales and then | graduated to this mythology and stuff like that.

So | had a lot of distractions, and so when it came to learning mathematics and

Spanishé | must have taken Spani gdughf or t hr ec
| could barely get through those courses an:t
wasnot applying myself.

BROWN: The Howard Theater looms large in the musical culture of Washington
D.C. Can you share some of your recollections about the Holeater?

TAYLOR: My grandfatherés church was the FIl ori
you came out the front door and went slightly to the left you walked right into the front

door of the Howard Theater. If you went a little further, then a left you srenind to

the stage door . And my fatherodés office was
Streeté 7th Street and S Street was my fat he
The guy that was theé Shep All en who was t he
fri end of my family and sort of | ooked out f



knew | was interested in music and would allow me to come backstage and sort of sit.

It was very cheap to go to the theater. If | got there early enough | could get in for 15

cents and so if I got there for the twelve
for 15 cents and | often did because they wt
clear the house and put the lights on and run everybody out. They put th@hgia

people could see their way out, then | kind of slumped down in the seat and then

[l aughter]é | mean | didndét fool anybody bu
So |I got to hear everybody. The Howard The:
Vaudevlle show. They had a comedian, they had tap dancers, they had just people who

did dramaticé actors who did dramatic thing:
| remember seeing all kinds of people, seeing Lena Horne for the first time with Noble

Sisal and hi®rchestra, seeing Cab Calloway. This is a guy who was a legend in those

days like Ellington. He played the Cotton Club and his band like the Ellington band

were sartorially splendid. They had not just tuxedos like some of the other bands, they

had tai in varying colors, gray tails and white tails, very dramatic looking people.

Thatds something that has stayed with me 6t
dressed in a certain way when | go on stage because that was the way | was brought up.

When | looked at Ellington, he looked immaculate. Billy Exstine even as a young man

was sartorially a guy that | wanted to emulate.

The Jimmy Lunsford band came to Washington D.C. the first time and | remember a

whole bunch of us had heard about thiscbahyoung people. All the girls went nuts

because these were a bunch of handsome fellows, immaculately dressed, sang and

played better then most of the older guys.

The visual aspects of the music were at that time as exciting to me as the oral aspects
because you sawé even as a young guy | real i :
you react to what you hear because the lights go up and you see something. You say,

oh, yeah, okay and you react to that. Then you hear them.

So the Howard Theater wasetplace where many of us were introduced to bands that

were not household names. The first time | ever heard Mary Lou Williams, she was

billed as the lady who swings the band and she was just that. She was one of the

swingiest pianists | had ever heatdypin any kind of band.

The Andy Kirk band had some hit JilThe They had
RealThingComesAlongand this lady was playing this Kansas City kind of stuff. She

was playing boogievoogie, she was playing stride, and manstes ¢ and she was
making the arrangements and she was gorgeous. She looked good. As a young lady,

man, she was justé | d&m saying wow, sheds r e:
So she was kind of a model for one of our local pianist, a woman named Norma

Shepherd. Norma alswas a very attractive woman who at one time was the best jazz

pianist in town. She played all the best gigs and played all those kind of things. But
because she was a woman she didndét get the |
and some of the lusdr women had got.

One of the things that affected me in terms of my own development was the social

climate of Washington D.C. Washington was a very interesting town for an African

American because Howard University was in the center of the communithend

Howard Theater was in the center of the community. Churches were in the center of the
communi ty. Schools on the | oweré el ementar)



schools were the center.

So that center was qui t earthingylea mygcase because was n ot

| was the grandson of a Baptist minister | spent a lot of time in the church. My whole

family was involved in the Florida Avenue Baptist Church. My dad was the choir

conductor. My uncles and aunts played piano and saheg ichoir. So my brother and

| spent a lot of time in church.

My grandfather, William Andrew Taylor, was one of the founders of the church, of the

Florida Avenue Baptist Church, and was a much more forward thinking person then |

realized at the time.

He, knowing my interest in jazz, thought it was not a bad idea for me to come and play

jazz i n the back of the church. He sai d,

the pool hall and be doing some other things that maybe would be less productive.

know that iif heb6s sitting there at the pi

any mischief. Theydédre doing things which

some music that people enjoy | iisntgeon.i ng t o
t ut

er

N

a

So | realize now tha wasé he was way o
undoubtedly had some flack from the ol d
church was the place where you did that kind of thing in the Baptist community.

Butt o go right wup the hill to Howard Universi
wonder ful é they presented concerts, they prc¢
go to the concert halls in Washington D.C. in those days. So we could not go to the

National Theatr and see plays so the plays came to churches, or to Howard University,

or came to some other school auditorium where they had a good stage and could put it

on.

n
i
e
i
b

— e e g

BROWN: Youdre saying that there wasnbét even :
Theater?

TAYLOR: No, no. We could not go generally speaking. Because we were between

Virginia and Maryland we were beset with the prejudices of both places at that time.

There were some wonderful people who lived in Washington D.C. from those places

who foughtthes y st e mé who were not black, who fough

in those days they werenodt winning.

So we had people iné for instance right behi
Church, was Griffith Stadium where all the baseball games,aatbdil games, and so

forth took place. The Washington Senators
big baseball fan. You could go in Griffith Stadium, sit anywhere you want, buy a hot

dog, sit down, sit next to a white guy, eat it, whatever.

Youooul d not go to the Wool worthodés Store four

didndét make any kind of sense to me but that
cust om. | m not sure that | egally they coul
didndoé you didnét go to stores Bl ack peo;
Gol denbergbés, you could go to Hechtdés, but
woul dndédt serve you. Now this is even c¢cl osel
Anyway that was something that | found strange but that was the way it was. So having

been born in the south and growing up, seqgr ¢



|l coul dndét see any solution at that age so \
Because of that thereane many defenses thrown up by the educated people in D.C.
Education was a weapon. They saw it as sucl
realize that fact. Just as a gun, or knife, or a weapon of destruction is indeed a weapon,

this is a differat kind of weapon but in many cases much more effective.

When | was just a student at Dunbar High School, there were five people with

doctorates on the faculty.

BROWN: In high school.

TAYLOR : In high school, and the only reason they were there is bepagjséice
prevented them from getting the jobs thaté
getting the jobs that they deserved, that they had earned.

So they were very adamant abouté anybody t h:
was definitely goingte ol | ege. That was a given. You w
to college because webre going to makeé youc¢
yourself. That was the education is a weapon concept.

And so in terms of the social climate of D.C., the cultuliedate, we got to see plays.

We got to see black people doing Shakespeare. We got to see people doing things,

which made us proud. | got to hear Paul Robson sing, Marion Anderson sing, Dorothy

Manier sing, Roland Hayes.

Miss Europe, our music teachermted out to us, she

said, AAll you guys run up and down the f oot
mano. She said, fARoland Hayes is what | <col
strength. In 1921, the year | was born, he went to Germahp@was to give a recital
singingGermanLeader.

The German people said how dare this man of African descent come and try to sing our
music and they hooted and stamped and made :
Roland Hayes and his pianist sarg in the middle of a concert stage and he stared

them downo. She said, fiHe stood there until
not going to walk off the stage and when they finally quieted down he sang and he sang

so beautifully that he won thesmv e r 0 . She said, fANow thatds ¢
agree.

She was veryé she knew Hayes and she knew m:
that was her generation, and she told us many stories like that of people like Paul

Robson and Hayes, and earlieople, Will Marion Cook and people who had done

things.

She was proud of the facté | dondt remember
know i1itdés the kind of thing that she would |
feeling of confidene and a feeling of historical perspective.

Many of the comedians that played the Howard Theater worked in black face. Now this

is art. These are black guys working for a black audience. Why would you put on

bl ack face? But t hdthabwsas a parteof sanaething tHatevas awo r k e d
part of the Vaudeville tradition where black people had gone the route of the people

who had originally made fun of them and t ak:
Because all of t he g uywhowasirathe bldck fhcelwdsthe k f ac e «



slickest guy. He was the street guy, he was the slicker. He always came out ahead.

There was always some kind of thing where the guy who was very well dressed, and

had straight hair, and was light, who was the fothe$ guy in black face, he was the

straight man and he did all these things and the black guy won.

So what they did was to turn the situation around in Vaudeville so that the black guy

won the money and ended upé waverkheprizeof f t he ¢

was, he came up with it and so it wasé Miss
were people who dondét feel thatdés necessary,
said, AThey never worked in black faceo.

That didnét medarhaanyytimeng tlo dmednadtt real i ze
people to work on Broadway who were of col ot
working on Broadway, youbdbre working in the 1
main money, you do whattheyysa and Si s al and Bl ake didnot

Williams as great as he was had to work in black face and he was the greatest comedian
we ever produced.

So we were given a sense of continuum, a sense of value. Howard University, the

Lincoln Theater, thechools, all of these things being so compact, | could walk from

one to the other. So it was like a huge college campus if you will.

| mean U Mass is bigger then that. | mean the distance in the University of
Massachusetts i s hgge thenithe distaaca thaBlevaskcoveripgto i t 0
get this cultural l nput, and yet 1t was s
was there, the sense of speaking the English language properly, of being able to
communicate on a verbal as well asaatistic level, the appreciation for visual art as

well as music and other manifestations of art, the tracing of the tradition in terms of our
African antecedents, why we do certain thing¢
now I must confessinthisrag d, many of the music teachers
right. They said now one of the differences between the way this soprano sings in

church and the way she sings when she is on the concert hall or concert stage, is that she

uses her voice inthiswaNow of course that does things t
what we approve but this is a part of what is proper in church. And they were talking

about the manner in which the African Amer i (
going up or down to thatate instead of hitting it right on it, on the nose as you do with

Mozart or with other European music.

The whole feeling of place and who you were in the context of this was carefully

orchestrated. | mean you were made to feel, you have aparttoplaytadds up t o you
to develop your individual approach to whatever that is. | mean you have to make your

mark because we are proud of you as one of our young people and we expect you to go

out and do the best you can.ar eWhwahtaetv eirt yiosué :
way they put it, |l dondt care i f you are s wt
street around. And they were serious about that. They said this over and over and it

impacted all of us.

S
hai

BROWN: | would like to now turn thenterview over to my colleague Eugene
Holly who would like to continue discussing your life.

TAYLOR: Great.



HOLLY: This is Eugene Holly and | am here interviewing Dr. Taylor. First let me
say, as a person who always studied from you, thank you for toghgnd me having

the opportunity to be here in your apartment/house to do this, so let me just say thank
you.

Picking up where we left off we were talking about your high school experiences. |
asked you off mike about your acquaintance with CharliesB@nd you did know him.

TAYLOR:  Oh yeah, Charlie Rouse and many others, Leo Parker and Tommy Potter,
OC Johnson, a lot of wonderful musicians were in my generation. There were many

moreé there was a musician, L irst musi@ansMa t t i e H:
along with us to come out and really make it
he joined the Earl Hines Band and came back and told us about these two musicians that

we should be aware of becausreotlthred.sa@ai d, AThe:
One of them was a trumpet player and the other is a saxophone player, Dizzy Gelipse

and Charlie Parker. And the names didndt me

time, we were listening to Coleman Hawkins and we were listening to Johnnyerkarc

and Benny Carter was the guy that a lot of people really loved. Benny Carter and

Harchers were the two main alto men. Tab Smith was another guy that everybody

|l i stened too. And there were peopleé Earl
lot of role models. But they all had a style that we liked. People would argue about

whether Bud Johnson played better then Prez or how similar their styles were even

though Bud had this harder approach rhythmically.

So you know we had a perspective and fa uy who was our age to come and say

well thatodés all good but wait till vyo hear
stuff that they are doing. | mean itbés real
really keyed usintolisten. SoRosend many ot hersé there was a
there who was a legendary figure who has never gotten his just praise and recognition

he should, his name was Benny Fleet.

And Benny Fleet was a guitarist who was highly influenced by {Unintelligible]

Reinhart. And in those days before Charlie Christian, he was playing solos that were

really interesting and comparable to Horns, you know. Without amplification you

couldno6t al ways hear them unless you were |
But in many @ the small clubs in Washington D.C. you could hear that unamplified

guitar. Everyone would play softly in a club like the Republican Gardens or the Ben

Gazzy or one of those kinds of clubs like that, even in this room [Unintelligible] had

bought, whichater became another room. | forget what they called it later but we

played there together one time. He was playing unamplified guitar. It was really very

audible and very good. It was excellent.

So there were many young rmuwmasicians.alheseévast her e w
a woman named [Unintelligible] who was one of the best tenor players in town. | mean

she played with Bil/l Ball winds Band. She w
to a jam session. If you could play, fine she could holdher with the best players.

So that whole period, we listened to many examples of people in my generation and the
generation just before who could give us classic examples of what we were shooting

for.
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There was a man whose name | never remember, FrarnkNesgold me a couple of

ti mes because he remembers his name, but |
where he lived, in Georgetown so that is what they called him. He sold peanuts and
popcorn and stuff in the ballpark but he was the best trumpet playi n t own . He d

want to travel and so though he had been offered jobs by Ellington and everybody, he
never accepted them so he was neveré he nev:e
He and a guy named Washington, odwattkendét t hi nl

momenté | should because he is a cousin of 1
players and whenever Roy Eldridge would come to town he would look for them. He

would go to the Crystal Cavernseé it was one
There was a man named Eugene Berell who was called Streamline, that was his
nickname, because of the shape of his head.

So they played, they were part of the house band at the Crystal Caverns.

One story is that one nighdand it depends on who tells the story as to whose horn got

broken but Roy Eldridge came and had a session with Georgetown. And they were

blowing so hard that one of them, as | said it depends on who you talking about or who

is telling the story, blew#h bor e, that you put the trumpet
was that much power, whichever the player it was. And it could have been either one

because they both were that powerful.

|l rather think it was Georget aasgoodasmpl y bec:
Royobs. Roy had already played with Fletchet
bands so | am sure he had a very good horn. So it probably was Georgetown, the one

that blew apart. But thatos tahdidthksend of pl
kinds of things.

And there was a bassist, whose name escapes me at the moment but who later played on
the jazz [unintelligible].

HOLLY: Ketter Bets?
TAYLOR: No way before Ketter. I candt think ¢
inBuckClayt ondés autobiography. Both of those gt

think they were in the army together and they were around the same age. But they

wereé these were musicians who were natives
other people | ought to mé&on as the good players of that period, | mentioned Norma

Shepherd but also Hal Francis who later became fairly well known as the accompanist

for the I nk spots. He never got hisé he t ot
And he would have jam s&sns with a guy named Toby Walker. Norma, Toby and
Harold would vie for the position as ATh
his or her own strength and they each di
could really play the piano ijazz.

e Be
d s
HOLLY: Let me ask you about another trumpet player that came from

Washington, his name was Webster Young and they called him Little Diz. Did you

know him?

TAYLOR: I didnét know him. Il only knew him b\



that he didwvere, | think reflective of his whole generation because everybody by that
time was highly influenced by Dizzy Gelipse and Charlie Parker.

HOLLY: In addition to playing with you know, other musicians and in other clubs
in Washington, what influences didy get from motion pictures, radio, personalities
and things like that?

TAYLOR: Radio was very big and it was free. | mean you just flipped a dial and

you got all of these wonderful things. Because there were not a lot of commercials, this
was in the dgs they called sustaining broadcast, broadcasts which were paid for by the
network. People would go to the Savoy ballroom or the Grand Terrace in Chicago or the
Apollo theater and just put up a mike and do a live broadcast from there, you know
because thegould do it and the people who ran the place realized the publicity was
good and they didnét object to them doi
playing anyway, that was the theory. They were getting this free publicity.

But the goodhing was that we got to hear all of these great bands. | mean | heard
Fletcher Henderson. | heard Floyd Hopkins. Floyd Hopkins was a local pianist who
made good and had a big band from Washington so to hear him coming from the Apollo
Theatre was big dé#or us. Hey that is something to shoot for. Jimmy Monday was

the principle arranger for the Tommy Miles Band. He later wrote for Benny Goodman
and became a famous producer and arranger on his own here in New York.

Many of the musi dcdnngMataéhi. He wagin that foshbelbp haral
that Billy Estein put together, that had Rouse and many of the guys from the D.C. group
that | was talking about. They were all on that age level and all kind of really turned on
by the music.

You mentioned WWbster Young. Freddy Webster was a trumpet player who came
through with the Jimmy Lunsford Band an
played so beautifully that when Dizzy had his first band he was still having a
tremendous influence on Dizzyando many bt 8k o sl Dizzyayead 0

t hat because that was one of Freddyds s
was Freddyodés solo and he really owned t
had a great version of it. It wasostly melodic. The closest to him now, that | hear in
that tradition, is Snuky Young. | mean that is the quality that he had in those days.

HOLLY: Now at this time you are about to graduate high school. What colleges
were you thinking about at thatntiaular point? At this point were you thinking about
becoming a professional musician or were you thinking about other vocations going
into college?

TAYLOR: | wanted to become a professional musician. | wanted to go to Julliard
because this friend ofime Billy White, a saxophone player had gone to Julliard. And |
knewé he was really a fine musician. I
would like to go there.

ng it

d wi |

0S.
t

ol
h a [

t hol

So | talked to my father aboutHe ts aindl, hfel di

am not sure, Billy White notwithstanding, that you can earn a living as a musician. |
will send you to college but | would rather you go to Howard or some other school



thaté where you can get a broadwantyeuducati on
to haveé go to a | iberal arts school where
Your choice, whatever school you want to go
So | looked around at several schools and decided that | would go to his Alma matter,

which was Virginia Statel had visited the campus and it was away from home so |

would get a chance to be on my own and do some things that | wanted to do. If | went

to Howard it would have been like going to high school again. It was a good school but

t hen | wa sabdutthe mbse tepartmemtzatyHoward because they were so
much in to European tradition and they looked down on anything that came from the
jazzé or even anything that seemed to, i n m

contemporary black community tfose days.

HOLLY: That is not an isolated incident. If | can say most African American
Colleges at that time had that kind of value system. Why do you think that was?

TAYLOR:  And still do, too many of them, have the same thing. Itis ongoing. It

has never changed in most schools. It never changed because, | think, they felt, many

of the people who had studied, if they lived in Mississippi or any of the southern

schools, they had been sent to whité¢ school :
or the University of Arkansas or to North Carolina, the white schools in North Carolina

or wherever.

So what they learned from this was that to be competitive you had to beat the white man

at his own game. So you had to be better, if you were goingf thejob you had to

beé they felt, you had to be twice as good :
waste time with something they thought you could already do. They said you can play
jazz. I mean thatoés c ool reallyldam hovs$o dathisgi v e n.

ot her stuff Dbecause thatdos the only way you
And it was a very logical thing from their perspective in terms of what they were

shooting for. The only thing thtteay di scount ¢
racial prejudice was such that even if you became as good a violinist as Eddie South,

you were not going to get a job with the Chicago Symphony at that time. So they had

their Clarence Cameron whites and they had all of these people that hadderdiliée

European tradition but only as soloists, only in their all black groups like the ones that

were organized here in New York by Wilmarian Cook and James [Unintelligible] and

people like that.

HOLLY: Now Norfol késésorry Vthat GivewslkeaSt at e, t «
visual thing, where it was, you know what was the campus like, what was it like coming
there as a freshman?

TAYLOR:  Virginia State was located in Ectricks, Virginia that is just outside of the

city of Petersburg. It is between Rstaurg and Colonial Heights. It is a very tiny slip

of land | guess because this is a |l and grant
Ectricks as opposed to Colonial Heights or something else.

It is about 20 or 30 miles from Richmond, Virgini&he school itself sits up on a hill

overlooking the city of Petersburg. It is a lovely campus. Itis very nice and small,



relatively small. It is small enough that when | was a student in my freshman year, |

knew everybody on the campus literallynméan | knew all the students, | knew all of

the people who worked there. | knew all of the people who were on the faculty. It was

that small of school.

We were close to Camp Lee, which is a milit:
working relationshipwith the military. They have cadets on campus and soldiers on

campus. But in those days the military was totally separate but a lot of the guys from

the army would come up because the girls at Virginia State were very pretty so they

woul d al wa lgalwayswhave adat of competition from the soldiers in those

days.

This wasé when | was there the World War ||
there from 1938 to 1942. By that time, | was a hotshot pianist. | mean | could play the

piano. lhadwn amateur contests at the Howard Thes:
dance groups and done all kinds of stuff in D.C.

So when | went to Virginia State the first
a band called The Vi rMdinmiState FhytantBeysiCwak | e gi an s «
called. They had two bands. One was called the Collegians and one was called the

Rhythm Boys. So a fellow that was then on the faculty whose name was Duke

[ Unintelligible] who was a moioagariesstedbyho pl ay«
the time | got there. It was a student group. It was not sanctioned by the music
department.

So | began to look around for some band that | could play with | mean because | wanted

to play. Just playing in the school orinthe practe j ust wasnodt enough.

about this band over in Richmond and they played a dance in Petersburg and | went and

it was the band called the Benny Latten Ban:q
Pals and Benny Lat t e ntheestablshedtermtarydoandtHeaep py Pal
Benny Latten was an upstart who decided he was going to have his own band.

So we had a nice band but mostly young guys
Pal s band. So they di dnplayer had godendrafted. ano pl a
So | got a chance to play with them. That
stock arrangements.

Now stock arrangements cost a dollar and we had stockToa k e t hevelad Tr ai n o,
stockKufxerd ofi Jwe had $td lo nfoor many of t e popul ar |
One o6cl ovckw Jwhmepno .1 say we had an arrangemen
was | iterally taken off the r®nerdobcl|l B8oklLesHt
JumBasi ebs sol o wa werethere,raleyou hadAd do was read it.s o | o0 s

Of course we read it and then we added our ¢
had some Mary Lou Charts. They had a | ot of
national labels like Decker or Brunswick or RCA u$phahd that stuff taken off of the

record because there was some tie in between the publishing company and the record

company. So the stocks were available. Some of my best information came from

looking at those stocks, thinking that is what heisdoing.c oul dnét hear t hat

was doing that. That 6s what it i s. Okay ¢t
looks.
So | began to |l earn how toé | did some of m

arrangements were head arrangements becausell con 6t wr i t e t hem down.



heard things and it was just too difficult to score for me in those days. | had some

faculty help a little later but in those days when | was working with Benny Latten, |

would just say you play this, you play this anelduld dictate the notes and then we

would have a head arrangement.

But it was good training. | had never worked with a big band before. The small

ensembles that | had played with in Washington D.C. with the exception of Bill

Baldwin and Tommy Miles on vg spares occasions, they were all combos, they were

not big bands. Johnny Mal achi and the ol dei
know they were better qualified to play those jobs. So when | got to college | got a

chance to play with a big band.

HOLLY: Now what was your major going in, were you decided as to what you
were going to major going into college?

TAYLOR: No | was a sociology major. | had ac:«
said okay, | will go to school and | will be a sociology mand | will take music on

the side. So he said okay. He paid for my first two years in college. In my junior year,

one of music teachers, Dean Smith Moore, convinced me to change my major to music

and | did, much to hi sestofng goilegen | paidforehedi dnodt |
last two years myself playing in bands and so forth.

HOLLY: | heard that name before on a solo recording you did. She was a very
inspirational person. Tell us a little bit more about her and about the direction she led
you into musically.

TAYLOR:  Well the first, when I first went to Virginia State she was the harmony

and theory teacher, Jay Harold Montay was the head of the department and he was a

pianist and piano teacher and the choral director. So she was a nmechpao and

much moreé | say this out of sheer prejudic:¢
my biased toward her in retrospect. | canot
being a better pianist because | really loved what she did ansljustaso respectful of

her. 1 was not of him.

He was one of the typical head of a music department like the ones at Howard who

thought that the European tradition was the only thing that was worth spending any time

with. We had many clashes. She stepipebetween the two of us as teacher and

student and kept me in school. | am sure | would have been thrown out had it not been

for her intervention.

So | am indebted to her in many ways. But she saw something in me, which she liked,
asateacher,. Shee our aged me to practice. She said,
practice jazz in the practice room but there is a piano down in the rehearsal room and

you can practice on that. You can play all the jazz you want. You can rehearse your
littlegroupsad ever ything. | 61 | give you a key to
could go in there and practice. And later over his violent objections | would do that in

the practice room too but by then | was a big time junior and | figured hey throw me out

of school already.

She was a wonderful, a very inspirational person. [Unintelligible] Moore was one of



those dedicated musicians who first of all, it was well trained. She was trained as a

composer, trained as a pianist. She went to Oberlin, she wateatsaiti Oberlin and

she | ateré she postponed her career as a Wri
mother and teacher.

And she did all of those three things so then later when she was considering retiring,

many years later and she had studentswhow é one of her students i
Williams, the opera singer and another is Phil Melody who is a guy who wrote music

for the Beatles. He was on one of the Beatles first hits. He has his own publishing

company and has produced hits for Diana Washingtdradi kinds of folks like that,

very successful publisher.

Anot her was a conductor who was theé Leon TI
the head of their educational department and many others. She had years of students

who had gone outand doneanymb er of things, which haveé o
proud. | mean she encouraged as [unintelligible] had done in high school, she

encouraged her students to find their own voice and to do what they did. You know if

you were someone who could write popdangs then hey write the best popular songs

or the most catchier popular songs around and do it with good form and do it with

musicality.

She really was very good at that. She got 1
had been started by Henry Gramthe impressionistic composers, Revel and Dabuci as

a means of really solidifying some of the harmonic devices | was trying to use. She

would say well here is the way European composers use those things. Here is the way

that Duke Ellington uses thodarngs. They both drew parallels between what | knew

and what | was trying to learn. As teachers they were both so very effective. | mean |

have been told on many occasions that | am :
imitating an emulating twof the best teachers | ever had.

HOLLY: Now at that particular time, you mentioned before that you came in as a

sociology major and Ms. Moot®&mith changed your major to music. Now you said

your father said okay | armeaonthésidglndofg t o s up|
make some kind of arrangement for you?

TAYLOR: Yes he did. When | wasé we had a conf
hear you have changed your major to music. o0

going to pay for your schoolo And so that was the end of t

cool, who asked you anyway. | was really feeling my masculinity now.

So | went back, and by that time | had been

with Benny Lattin who was about to be drafteSo Benny was drafted and that band

broke up and | started a band on the campus of Virginia State, the Virginia State

Rhythm Boys. | resurrected that title and began to work in that context. So | was

working with both bands, which meant that | was kirg almost every night in the

week. | mean | am trying to carry a double load of college courses and play at night.

So | was getting maybe two hours of sleep at night on a good night.

Unknown to me my father had told the treasurer of the school iffaeltseon his

payment s, I wi || pay. So dondét put him out
am paying. You can mask it in anyway that



of school . But nobody tol dilaffteelhdadhi s and so |

graduated.
And it came up quite accidentally in conversation. One of my frat brothers who was in
the treasurerodos office, my father belonged t

different things that had to do with the frat. A&\ he was saying, f@AYeah
your father put the sign on me one time. | mean he told me not to tell you that he was

paying for your schooling. o | said, AYou di
my brother too. [ L aaudg hftierrsjt. diHoes socan di,t .AoWe | T
way | found out because he never told me.

But the family support that | had, family at

always had the feeling especially after | came to New York that if worse came to worse,

| could go home. | mean if | was in Kalamazoo you know | could call my mother or

write my mother or find somebody who was a mutual friend of the family or something,

because they had friends all over the country. In those days there was a very

discernable etwork of extended family.

| dondt recall my family ever staying in a I
always reciprocal. When you go to New York, you see Mr. Smith and stay with him.

When you go to Philadelphia, you call Ms. Jones and stayh&ith This network was

there for all of wus. And being in a minist:e¢
for me then it was for many people.

So that whole feeling of belonging had a great deal to do with me being as arrogant as |

was in terms of, &y man | can make it. You know whatever happens | got it covered. |

felt that. | mean hey, | have got an education, | can play piano, you know, | have my

suits made [Laughl].

That is something that is funny. There is a place in Washington D.C. callkeaii

Tail or s. Il dondt know if it still exists b
for $25. | mean this is a tailored made suit. Now you have got to understand that | am
impressed by Ellington and all these folks, so that is a big deat.tdSu | figured what

they hay. You have got to spend almost that to get a suit anyway. So for a few extra
bucksé | am playing these |little gigs and |
tell me dondot do that.

So | would save and whatever lengtttiofe it would take, and put my hard earned

money down and get my suit. So by the time | got to Virginia State | was sharp. | had a

trunk of stuff. | was the best dressed man on campus kind of stuff. | thought.

So there were a whole lot of things mipthese lines that were a part as | talk about it, |

realize that they were a part of my psyche. And [Unintelligible] Moore more than

anyone helped me clarify where being egotistical about the fact that you can do some
things wel l , waitsvastl righd tomhavg belf confilencen butitimat self
confidence should be rooted in the fact that you can indeed do what you are so

confident you can do. Never mind the excuses or what went wrong or anything. You

have got to be able to do that.

And by example she showed me. | mean she could play and she played all this

repertoire and she played it so beautifully. So okay into the wood shed. That was the

time when | really got to work on Bach and got to work on some of the things that are
nowimporant to myé to the way | ©play.



HOLLY: Like your use of counterpoint and things like that?
TAYLOR:  Absolutely.
HOLLY: Now let me ask you this about the war. If | have my chronology correct,

the war kind of got underway while you were still in collegeawHtid you avoid being
drafted?

TAYLOR: Because | was in school . I f you were
When | got out of school, you know | was vulnerable. So consequently as soon as | got

out of school I di dndét svanti@comedo Néw YorkYor k b e c:
and have to leave.

So | sai d | wi | | wai t unt il I am drafted anc
because | had no reason to think that I was i

the Army like everybody else and thewill come back and then | will go to New York

because | want to really be ready and focus.

And | had hoped that if | was drafted that | would get into one of the Army bands

because a lot of the guys that | had heard about Si Olivan and all those othér guy h e
Jimmy Lunfield Orchestra. |l didnodot realiz
But | did not want to go to Fort Lee and t
that | had met on a visit to New York came to school when | was there. mdtaum

when | first came to New York and he was really very close to Art Tatum in terms, well
physically knew Art. | had not met Art at that time because | was still a student. This

had to be about my junior year | guess.

He came to Fort Lee and hade of those classic horror stories of the Army was going

to make him shape up, you this musician that thinks he is so hot or something. We will

put him out on the rifle range and we will march him full pack all over the

neighborhood and all that kind stuff.

And so | didnoét realize how easy it would h¢
assumed that well Il will try and get into a
school was that, | had worn myself down with this schedule, no sleepdgrears.

e
h «

The only reason | survived was because | wa:
was about to have a nervous breakdown.
|l went wup for my draft. | was called up an:t

and not only are you 4F but you ndedjo see your family doctor now [laughter]. So |

went to my doctor. He said | was on the verge of a nervous breakdown. | had just

really run myself down to a terrible extent. | had a spot on my lung. It was a whole

mess of things.

So | dirdanfGttedg.et Id stayed, in those days it w
meant rest. | mean all you needed to do was what he prescribed, which was rest. Just

cool it for a minute. That was when | began to put on weight. Up until that time |

wa s €& | neeeogaih weight. | mean | would do all these things. | wanted to be

heavier because | wanted to play football but | could never put on enough weight. Well

from that point on | was putting on too much weight in the wrong places.

Anyway not going intdhe Army, | came back to D.C. | worked in what was then

called the War Department, itds the Depart me



word, and the right word is arrogance. | was arrogant. | mean | am a college graduate.

| deserve betterthanh i s . And | got it because there w
who could do that kind of job were in the Army or doing something else. So | got a

chance to work in the government and | got boosted upstairs and | got to be in charge of

a little sectionyou know just whole bunch of stuff.

|l didndét realize that without the attended |
was happy to be in charge. It meant that I could kind of call my own terms. | could

leave early and go home and practice. Thexeewa lot of good sides to it.

Anyway after almost a year, as a matter of f
year. No wait a minutes what was it?

HOLLY: You graduated in 0642.

TAYLOR: No actwually it was 04 /4sjustitnangtol came t o
think, | came out in 0642, |l went to school ¢
D.C., you know trying to get myself together. Then | came to New York and began to

pursue my career as a professional.

HOLLY: | just want to askou, since you had your degree in music what type of
recitaleé did you have to graduate with a re:¢
you remember that?

TAYLOR:  Yeah. In my senior year | was the conductor of the concert band,
actually the assistagonductor because the conductor was a faculty member. But | was
the student conductor. | was the leader of the jazz band, which by then was the Virginia

State Rhythm Boys. I was practicing teachir
Bachel or 0.slwasfam$ic teacimec ¢graduated with a degree and
Aqual i fiedd to teach musi c.

So | basically had to practice teach before
several pieces for the symphonic or symphon:e
completesymphony orchestra in concert which | did in Virginia Hall. And then | had to

play on a recital; | didndét do a senior reci
remember.

HOLLY: Do you remember what you played on that?

TAYLOR: No.

HOLLY: Let me ak you this, what effect did the war have on the music
community that you were involved with?

TAYLOR:  Which music community?
HOLLY: The jazz music community.

TAYLOR: The overall community or theé | am in



about after school?

HOLLY: After school, when you are working in D.C. for that intermediate time.
You know what dide

TAYLOR:  Almost everybody who was a good musician was drafted so the music

scene was filled with women and people who were itinerate. | remember guystéike Fa

Wright a very fine pianist from Philadelphia who influenced Bud Pal and a lot of other

folks, came down. Fats Wright was there for a while. Ernie, what was his name, a guy

named Ernie Washington who was a young guy. | think he got drafted though but

was there for a short time. He played trumpet and piano.

And a bunch of musicians came through D.C. from various places and stayed as long as

they could and then went on to other places where they could better earn a living.

Washington at that time wa®ing through what many places were going through, it

was expanding rapidly. So even though it was still very prejudice the lines were fuzzy

and there were little places you could work and things you could do that when | was a
student youowomoabdhdtpdbday sd&me of the hotels.
before to that extent.

So the music community was both winning and
musi cians were able to go and play and pl ay
there were Iss jobs. It was all with what was happening with Washington growing,

there were |l ess jobs for black people becau:
the same way. It was bursting at the seams. It was going out to the outskirts of town.
Whereyouusd t o have Dikebs Stockade and a coupl
growing to the same extent.

Di kebs was doing pretty well as a place, col
the city. But it was consiinkefargydftheasthet he out ¢
places. Everything else was right up by U Street up in that Northwest area. Southwest,

there was nothing happening. | mean there \

bad neighborhood. It was a place, which was very, vergiown. Whenever

newspapers wanted to makeé to embarrass Con:¢
fromé through the Capital to Sout hwest. An
houses and people living in abject poverty and everything. It really wa® aoey

And there were a couple of really gutbucket clubs down there that black piano players

used to play. So | got to play in a couple of those. Not a lot was happening. So the

music scene, at that time had been taken over by the people with bettecteans who

were playing the society dances and clubs and country clubs and stuff like that. Most of

them were not black.

HOLLY: What about the mood with the African American community at that time
because you are hearing people like Billy Epsteirhosé V discs, you know you talk
about the patriotism of African Americans throughout our history here and can you
comment on that?

TAYLOR:  Well everyone in Washington, and | can only speak for Washington and
the communities that | grew up in, in Petergpand in Washington we were, America



was our country. You were as patriotic as anyone perhaps more patriotic because you

felt that if you proved how much you loved the country and were willing to die for it

and so forth, that yhsuvaciateing. ¥ou knewltwvikgo s hake o1
out and stand beside you and die with you if | have to because this is my country too

and that kind of thing.

|l am amazed at whaté to what extent most of
people did indeed stary others and die and give up their lives and make all the kinds

of sacrifices that wedre talking about. An
same unit, we ship back to places like Kentucky where they were guarding German
prisonersandthe Geman pri soners could go in the Offi

know it was really strange.

HOLLY: Okay | etbébs move now to, you are moVvi ng
year was 1944. Talk about that, moving from Washington to New York. Where did
you live when you first came here?

TAYLOR:  Well let me tell you what made me decide to do that. | am working for

the government and this is during the war. Tommy Dorsey has a contest, it is a big
promotional contest i n whi kihyduwintydugetta nat i on\
go on the radio with the Tommy Dorsey band and you get to play and you get to play in
some location, unspecified location with the band and you get whatever the prize money
was, whatever that was.

So | thought great opportunity.wlon amateur contests and everything. | will go. |

didndét even get past the audition. I was s
mean why didndét they | ike that? Il am a Kkin
someone has rejected malaaid you are not as good as whoever, | have got to prove

to myself that | am.

So | quit my job. | gave my notice and announced to my family, | am going to New

Yor k. My father said, AW th what?0 | said,
AHow muchlk?add some small amount, I dondt rem
actuallyé whatever it wassahe whauvuaVéry ighvwe
enough. He said, fAYou take this $100 becau:
givingyou$l00nobmecause | dondt want you to call me
What you have got, is what you are going to

home but you are not going to get anymore m
So anot her <c¢hal | e ntgsdhave gotfo gdaskdinmagain. Nma3oe it o1

these two thingsé | come to New York and |
what ever was necessary. | dondt know about
it had occurred to me that to protect sopeople who were then still alive, | used to lie

about the fact about easily I got i nto the 1

What happened was | came to New York on a Friday night and the reason | remember it

was a Friday ni gh tweekeadsandl eamainane |Idiguied, yowa s a
know whatdéds going to happené dances at the !
going on would certainly be happening over the weekend. So let me get there in the

mi ddl e and see what Ovwastgaoyitimeg on. I dondt wart
So | go up on a Friday and drop my bag wher



house. | go to Mittens. In those days you could sit in and it was really considered

i mpolite first of all i f you wauldmallt al |l ow s«
l' i ke to sit in. Could I sit in with your b:
kind of place that allowed sitting in. And it was an indication that you feared this guy.

You were afraid he was going to take your job. Sothosetw hi ngs made it ea:

come on guy, shoot your best shot [laughter].

So it made it easier for you to sit in. | knew this because | had experienced it in other
places as well as in New York. | had been to New York as a student. | had come up
earlierand met both Monk and [Unintelligible] in another situation.

MALE SPEAKER: We are going to have to stop to change the tape.

BROWN: This is tape two of the oral history interview with Dr. Bill Taylor at his
residence, on November 19, 1993, conducted khdxry Brown and Eugene Holly.

Dr. Taylor, you were recounting your first trip to New York. We backtracked a little bit
and you were talking about a trip that you had made while you were still in college.

TAYLOR : Actually it was before. In retrospectwias before | was in college

because |I realize it was during the New Yorl
630s at some point.

But | came to New York for the Fair. | came because | knew Teddy Wilson was

working with a wonderful 10 or 12 piece lohat a place, which was a dancehall. |

think it was called the Gol den Gate. I 6m n
Savoy.

So | got to go to hear Teddy Wilson and this wonderful band with J.C. Hurd, Ben

Webster, who was my all time favorite teqdayer, Shorty Baker on trumpet, and of

course Teddy on piano. Arrangements by Buster Harding. | remember everything

about the band. It was just a wonderful band and it played great music, wonderful

arrangements. People were dancing all over theplac

And then | went down to the Savoy and heard
there at that point, | think the Savoy Sult:
At any rate, two good bands playing opposite one another. And, you know, jushto be i

these places that 1 6d heard about on record:
So I wenté after having done the things that
Goodman with Fletcher Henderson and Charlie Christian on guitar, and a wonderful

groupat t he Worl dbdés Fair, |l came to Harlem to
While | was in Harlemé | was |iving in Harl
fat her 6s. He had told me, when you get to |

listen b all this music.
Before you do, and | had already disobeyed him, but before you do, go by and say hello
to a friend of mine, who is the manager of a club called the Yeah Man. His name is Bill

Garrett and you tell hi m ybéorued rwee Imy tsaokne na ncda rt
that somebody will | ook out for you. I sai (
You know, thanks a |l ot, you knowo.

So after |1 had gone to see Teddy and the ot/

better make thisperfuhcor y appearance at Mr . Garrettos p



about 1t and 106l have a probl em.

So I go to this c¢club and I just go in. | s«
pl aying there. |l dondot r enmodddceymygelitpMrat t ent i o1
Garrett and say, Al om Bill Taylordés sono. I
play the piano. Come on back here and pl ay
So now the club is going. | mean people are eatingand drinking.sl a t i ny | i tt| e
This is the c¢club that wasé it was called the
ago. Right across from theé itdés about 138t
side of the street and blwheowedtoutdflbusimess. of t he

Anyway it was called the Yeah Man then.

| goin. I gointhe back. People are there and | sit down with my usual confidence and

play. | played my favorite song of that period, which was a song dalléby In

Rhythm.You know, | felt hey man, | reallyé this
|l i stening to Teddy Wil son and everybody. | ¢
know, all right.

So | played my little thing, took my bow. People applauded and everythingd i d n 6 t

want to wear out my welcome so | just played the one tune and went on back as to say

to Mr. Garrett, well, you know, there you are.

When | |l eft the bandstandé the pianist that
was guitar and bass, andddchgone up and asked the guys, do you know.aliaby In

Rhythmand they looked at me funny. They said of course. So | sat down and played it.

So when | got off the pianist said, AThat w:
and | went back toese Mr . Garrett. He said, AOh, when
Garrett come on back. |l 6d I'i ke to talk to
So | talked to him for a while and then | went back to

see this pianist. We sat t heramthimgpnWe t al ked.
just started right into the conversation. I
very nicely. |l 6ve got some fellows right ai
hearing you playo. | s ai dnpntto@aanoundwitma |l | y o ? I
me and | 61l | have you play for themo? I sai
So | dondét know what this is all about. So
knocks on a brownstone, the door of a brownstone, and a guy comes to the door and
says,heiyQh,how you doing. Come on ino.

We go in and there are four or five guys sitting around. | find out later that the four or

five guys are Willie Lyon Smith, James P. Johnson, Marlo Morris, Thelonious Monk,

and a guy named Gi pp iano pldyer.6Everypodwimthedoom f ul st |
could play stride piano, especially the two young guys, Marlo and Monk. Okay.

So I sit down and | figure wel!/ | 6m goi ng t ¢
going to reall yé nowhinaB&,ohidhwasiatunethatwn and | |
liked to play. It had some Teddy Wilson kind of tenths and stuff in it.

So I6m kind of playing it, doing what | do «
one of the guys comes overl iand es ayfs,t himffmat 0 :
up and man this guyds got a Il eft hand I1i ke |
saying wait a minute [laughter].

So everybody in the room decides that yeah,
playedChinaBoy likema d . I was properly spanked. The



in those days was playing more like Tatum. He had some
Tatumisk kind of things he was doing. It was not the kind of thing that | later
associated with him because he was using much more ¢atfagility in that context

then he was usingé and Marl o was just al/l 0\
Tatum thing. |l m saying, yeah, okay. So |
that.

That was first real piano jam session, because | Bad im local stuff in Washington

where | played against whoever was there. [

to take it a little easier on us then they might under other circumstances. But these guys
took no prisoners, man. They said forg¢katighter].

BROWN: So this is while youdre in high school
TAYLOR:  Yeah.
BROWN: Who was the gentleman that you actually sat in for?

TAYLOR: The guy who |l ed this | amb to the sl aut
didndt menti on mamed SteverHeBdersoh, la wgndedul stridey

pianist.

But the guy who led me into all this was the guy who wrote the tune that | decided to

play in the club. His name was Clarence Profit, and he wrote thel ey In

Rhythm So lots of luck, | come iand slap him in the face in his own group on his gig

[laughter].

BROWN: As a high school kid.

TAYLOR: Tal k about throwing the gauntl et down.
dondét know [l aughter].

BROWN: Right, right. So then can we jump ahead to when ytuafig now are

making your move to New York in 19447

What | really want to be able to focus on n¢
milieu of Harlem. Where were you staying? You said you were staying with your

uncle. What was the feeling dfed community at that time?

TAYLOR :  Well actually | stayed with two people. | stayed with a gentleman who

lived around the corner from this brownstone where | got so decidedly cut. This was

many years later.

He lived on about 141st Street butthatwasye cr owded and | didnét w
because it was a family thing and | had indicated it was just going to be temporary, just

until I could find a place.

BROWN: So again webol|l pick up where youdre |
York.



TAYLOR: Wel | | stayed with a friend. | stayec
brother, Nathaniel Bacon, was a dentist and his office was right about 137th, 138th and
7th Avenue. He lived in the Dunbar apartments but those apartments were very small

andhehadwi fe and a son, my cousin, and there w
though | was welcome to stay there, | only stayed briefly and moved in with this friend

of my fatherds who had a |ittle more room, |
All of this was temporary because | wasking for a place and a fellow that | had

worked with in Washington, D.C., at 1l kebs Si
Buddy Bowser. Buddy worked in Washington, D.C. a lot and he was playing on the
theater circuit. He wtme hewiad with Howetj and up é | g u ¢
Bowser, the two of them had an act that pl a

They played the Vaudeville circuit.

So he was a guy who was knowledgeable and who knew what the ropes were. He

arranged for me to sublet a roomaivery wonderful place on 116th and 7th Avenue,

ri ght around the corner from Mintonds, a pl
So thatodés really where my first apartment w:
later | got a place down on the ground floor. B Grand Court was where | first had

my own apartment.

It was convenient to everything that | wanted. It was convenient to the subway, | mean

166th Street. It was right around the corne
and there was a theaf actually two theaters right across the street from me so if |

wanted to go to the movies it was right there.

If | wanted to go to the center of the nightlife of Harlem, it was just six or seven blocks

away. So 125t h St r eeitherdi@edionptwasexpandeelr € i n goi
down from that. So it was very convenient.

I f I wanted to go downtown, then wedd just |
downtown.

BROWN: Since you |lived right next door to Mi:t
Mi ntondbsntertartbafe Mintonds and also on a gi
|l i ke, what was a night at Mintondés I|ike?
TAYLOR: Mintonds was a place where a |l ot of pi
lived the fast life partied. They met there. They hung artedbar in the daytime and

played the numbers and bet on the horses and so forth.

Henry Minton was a former delegate to the musicians union and he bought the place.

The physical place that Mintonds occupied w:
diningroan of a hot el and the hotel was righté& i
But it was run as a separate operation. The
cheap hotel in Harlem where lots of folks did all kinds of stuff. The fast life folks were

very buy. Anything you wanted you could get there if you needed it and could pay for

it.

So it wasndét a great neighborhood. There we

as they do in many neighborhoods like this, who were very hard working, upstanding
peopk who resented all of the pimps, and hustlers, and all that, that were hanging out in
their neighborhood. There was nothing they felt they could do about it so they lived



their | ives, and |ive and |l et |ive. You dot
And NewYork was a very safe city in those days. | mean a woman could come

unescorted into Mintonds and not be botherect
mi ght indicate to the bartender, Il just want
and the bartegdter would protect her. If guys would hit on her, whatever, no way, leave

her al one. Sheds minding her business, you

So that was the way it was in all of Harlem because a lot of women for a variety of

reasons, | mean they might work late orsdmething, they might just want a drink,

they might want to rest their feet, just might want to cool it for a minute. They really

are not here to hustle or to be hustled or anything and all the bars respected that. |

mean, they saiaogl okay, fine, thatos

That really spilled over into most of the jazz rooms at that time. | mean a lot of

unescorted women and women in groups of twos and threes were fans. They came and

hung out and listened to the music.

Now true some of t h e mgtevetoneguys, buein manyacases, t hey 0
more cases then not, they came, | istened t
come to hit on anybody, them came because they liked the music. Many of them said to

me after |1 got to peefbrmyatu kKkhewc¢cl ubsgoldsi
reall yé youbve indicated and | respect what
on by any of the musicians or anything like that, but what prompted you to come

without an escorto? T h ketys listeni 1l havéiaBlate, a us e t h¢
the guy wants to talk and he wants toé and |
These were real fans. They knew the players, they had the records, they liked it, and so

a lot of times they would come with two or three or theilfrignds and just listen to

music and then go about their business.

r e
0]

BROWN: Was it a mixed audience?

TAYLOR : It most cases in those days when | came to New York, yes. People from

downtown were in the habit of coming to specific clubs uptown and durengar the

bars were being broken down on 52nd Street in particular, to a lesser extent in the

Village. Although one thought that the Village was more open, it was just opposite at

that particular moment in time.

There were many places you couldgoandma pl acesé actually there
of clubs on 52nd Street you couldné6t go int
One Club. Right in the middle of the heart
but they didndot wantherefitheri can American peopl ¢

BROWN: So going back to Mintondés, can you de:
the bandstand?

TAYLOR: Oh, vyeah. To go into the clubé as yol
left. There were tables as you went in. There was a coupleled taht there, then

the bar. The room was set up in tables, almost like a restaurant because | guess that was

the way it was designed, to be a restaurant.

So you had all these tables and a long bench like something on one of the walls where



youcoudsi and sever al peopleé they could put sce
could sit and eat.

That was the front room. Then there was a back room. You continued past the bar into

what was kind of the back of this one room with some minor separatian thguess

the reason was that they wanted to charge a little more for the drinks back there and

then wanted to have from time to time entertainment. If they had entertainment they

could chargeé instead of 35 caditksintheor a dr it
back. So there was some separation between the two rooms.
So as | remember you would have to come f or\

remember, they tore down the partition but at one point there was a slight partition or

something bek there so that you would have to go into that part of the room.

Then | guess after they tore it down they still maintained the price policy, there was just

no partition there. So i f youbre at the bart
a little bit more or something like that.

They always had a house band. They had Teddy Hill. The former bandleader that

Dizzy worked with, had a bandé brought guys
of musical director. | remember at one point ke Qukheas the musical director and

a wonderful tenor player. This is somebody just to keep it from getting to be an all out

jazz jam session where nothing gets done and the customers leave. So at some point the
guybdés going to say, intar@ikseryand getsdne efthgseguysg t o t :
of f the bandstando [l aught er]

BROWN: It was not an after hours club, is that correct?

TAYLOR : No, this was the regular club. They had liquor license and they would
start about ni ne o fourintherkorned, sontwas hlongaighd go un

BROWN: So the actual after hours joint was M
TAYLOR: Yeah. Oh, there were several. There
There was the Log Cabin Inn, there was a whole bunch ofthemc an6t even r eme
all the names now. Rubends was one | think.
BROWN: This new music that was now starting to gain some popularity, bebop or

modern jazz, was it featured at all these different after hour joints or was it certain joints

that catereda it?

TAYLOR: No, basically it was played at Mint on:¢

woul d play, where Dizzy would play, where s
and some of the other musicians who were very much into the exploration of the music.

Sot hey would come together at Monroeds, they
the Savoy. They would come together at the Savoy. If you have say Cootie Williams

band and Bud Powel | playing piano, and you
inwit hé theydd say, well Cootie, |l et me sit i|

Then Bud would play some things and the trumpet player, whoever, they would play
say a tune likédow High TheMoon, which they had an arrangement of for dancing, or



theydd pl @gdida, tource olfi kkehese tunes, and the h
sitting in with Bud would play the bebop I i1
l ine [musical sounds]. I nstead of doing t h:
remember the linenowbutt 6s one that EIIlington actually
harmonic structure.

BROWN: These clubs, were they just sit down audiences or was dancing also

TAYLOR: I n Mintonds there was always dancing.
no matter who waslaying, whether it was Diz or somebody else, there was always

dancing. Even in the jam sessions, | mean the guys would dance until they got tired and
theydd sit down. Two of them would keep on
thing at the club.

Asa matter of fact, in Mintonds not only did
jam sessions between some of the tap dancers and the drummers. There was a place

called the Rhythm Club in Harlem where tap dancers would have their own jam

sessions, jughe dancers going at it with their own steps.

But because Baby Lawrence and several other dancers related to Kenny Clark, and Max

Roach, and some of the bebop drummers, they would come there and challenge them.

So youbdbd have a dr damcaranditiwaskeryrexcitimg.ulmsanwi t h a
even asanedrummeroranodlancer, these guys reallyé it
because they got into some very different things from what they would get into

otherwise.

BROWN: Okay, wel |l youbotvoen 6tsa |lnkoenwd. a bYoouut hMiivne n Ot
what you did when you came to New York. You told me where you stayed but what

did you do when you came to New York?

TAYLOR : Well as | said earlier, | came to New York on a Friday night and | went

right tolMiteraendy. drlopped my bag and said,
morningo, because | think it was | ate eveni:
iné you know, i1itbés a train trip so it took
by the time | gbhere it was late evening, late afternoon, early evening.

So |I said, Al dm so glad youbre going to | et
see you tomorrowo, and | dropped my bag. T
A We | | I hade eotr osmdo meand oamd | 6m running a | it
that made sense to them. They said, okay, |
That will be fine, okay.

So it wasn

0t tru
and said Al o&d |
Friday nighto.

sure enough there w
would come on and play, several guys.

t I went to adrntonds at
sit ino. The guy sai

re enough there wereé |

e several oguwgsdt hhteyhe

So the night wore on and on and I &dm sitting
things. It wasndét that | didnét drink at t
everything oungso I nwasdonsée daiyski thought |



frat man, | thought | could handle my whi sk:¢
was just drinking these cokes and everything.
So finally the very |l ast set @thiyygow Iskichow, as i

A We | | hey man, are you going to |l et me play«
kept fluffing me off. So finally he said, f
|l mean all night |l ong youbvenbwdymapgbe fHoDVvVe
10, 15 guys on the stand and heds never goit
all of these guys are on and weodre playing.

guys on is that there are people from downtown, from the adowntlubs, one of
whom is Ben Webster and | am thrilled.
Man, here | am sitting in and one of my heroes walks in. These are all good, but this is

Ben Webster [l aughter] and so man, |l dondt
So | 6 m <=iplaying, and hetplays and | got a couple of solos on the blues, a

little bit, not wvery much. Anyway |1 6m pl ayi
So Ben comes over and he says, fiwhatodos your
said, Awealh,o lyolkinareo. He said, AWhat are

got i n towno. So he said, Al 6m I ooking for
avail abl eo? So | said, AYeaho. He said, fl
So he saimé, omWelownoe he said, AOh, damn, to
dondt you come on down Sunday night because
and | can6t have you sit in with my group.

So his theory was that it would smwded and they have a quick turnover and the

guysé | found all this out |l ater, that the :

theydre trying to turn over as much money i1
could.

So I 6m r eathd gyn eSatiuredlay ttlook foreveré it tooc
Saturday. So finally Sunday | go down to the Three Deuces, which is on 52nd Street.

| f youdre coming from 6th Avenue, this is tI
side of that street.

Sol go in and once again | make this deadly
the cl ub. Al l | see is Ben Webster. You ki
t he bigger sign, the one thatdés aym on t he t
[laugh].

So I go into the c¢club and itbdés dark, itds a

basement of brownstones and in those days before they tore them all down and built
skyscrapers, these were three, four story brownstones and in the baseyaatt

formallyé these clubs had formerly been spe:
Prohibition.

The whole idea of these clubs is to crowd as many people as you can, so you would

have a table for three or four and the tables were just big enoygih some drinks on.

It was really like a coffee table or something. But they could get a lot of folks in there.

So they goté | guess the maxi mum was maybe
each otherds | aps at t hated pwentmandas|danty way t he
towardé as you come in from the street becal

building or the ground floor of this building, you walkthree sets of tables, one against
the wall, a middle section, and another agdimstother wall.



So I dm wal king betweené in one of these ais|l
and says, fABilly, what are you doing in New
the pianists that | knew from Washington who was wonderful pianist anchbeeld to

New York a few years before.

She was then doing her own television show. She was doing quite well. She was a

cabaret singer and player and so forth, and once again, had she not been a black woman

she probably would have been a star but atabiist they already had Dorothy Donigan

and Hazel Scott as the black piano singers
and clubs didndot see the need for another ol
was doing okay but shHeshowdshavelieéendaingi ng as wel |

Anyway she stopped me and she said, AWhat at
to audition for Ben Webster, I 61 | be right |
ono, she said, Al 6 m g o aybgtletnme introdugaevyeutcand go b:
some friends of mineo.

|l didndét realize that because she was bet wec¢

probably would have waited until | came off. But she was between sets so she had to

go back to her gwlgvanayouto reeet thesk ®lkss Bhis i so afidN

so, and so and so. Ms. So and So, Ms. So
So | said okay. So | think Tatum, yeah, ok:
| 6ve never seen Art Tat unkesoand dsoonéd ta nkdn oiw Owsl
this club anyway.

So | go up. | said, AWell Il hope itdéds not |
pl ayed everything | knew in the first eight
to try to get this job. | plad all of it, all my Tatum, everything | could think of, and

Ben is kind of smirking when heods I|istening
heés been in enough of these so, you know,
Now | 6m r e pl veeniieymdno islaoMelknown player. | mean this | know.

| 6ve heard his records and everything and | ¢
impressive.

But the thing that saved me and | think that got me the job was the fact that Sid Catlett
and Charlie Draytn, two of the best rhythm players in the business were the rhythm
section.

|l mean Sid Catlett is justéif you candét pl a)
give up. Charlie Drayton was the kind of bass player similar to Freddie Green as

guitaristt megccabl e time, all the right notes, and
| mean just dondét worry, I got it [l augh].

know, whatever | did it made sense. | mean they made sense out of it. So | got the job.

Now | come off the bandstand. I dondt know

bandstand hoping that everything is all right, and go back and Norma has now gone so
sheds out of the club and back to her gig.

Whoever was making the announcements, Benorewlv er it was, saidé no
was an off stageé the guy probably from the
gentl emen, the Three Deuces are proud to pr «

[laughter], and sure enough it was Slam Stewart, limyntelligible], and Art Tatum.
So | spent the rest of the night in there just listening. Then | went back and talked to
Art and that was the first time | actually sat and talked with him. | found him to be just



a warm, sensiti ve eVvenmeation hhovelousyd sountded [ladgh]d n 6 t
when | was trying to do my audition.

BROWN: When did Ben tell you, you had the job?
TAYLOR : He had to go talk with Sammy Kay who was one of the owners of the

place. Sammy Kay and Irving Alexander were the twasghwgt ran the place and they
had an arrangement with the union.

They said |isten, every day theyore drafti ng
run. You guys have to cooperate with us. \
going to hiretherand wedol | straighten you out. So th
arrangement with the guys at the union, with the delegate.

So |iterally | was there for three days and
guy says, fAYoudl longaydkovamdt drher rcdw,b Mas cl o
at | east it wasnodét closed but the group was
t heyol | give you your union cardo. So | got

Now you have to understand that if you came to New York, uedércircumstances,

if I had not gotten this job, | would have had to wait without playing on a steady job for

six months before | could get my wunion card.
drive a cab or do whatever | could do to earn enough ynmngurvive.

That was deliberate because everybody came to New York looking for the jobs and they
figured thatodés the only way they could prot ¢

everybody there were no | ocalarrangegd®rme Everybr
to get this card and | did.
While | was working there they came up with

would go on a binge of cleaning up the city. So they wanted to rid the city of all of the

undesirable characters and one waypiblice department felt they could that was to

regi ster everybody, to give you a card with
Taylor and you work at the Three Deuces and we know where you live so if you screw

up we know where to come and getyou,enfd youd6ve got anything on
canot work, weoll take the card back.

So it was a way of control. They wanted to put pressure on people who lived in the

nightclub circuit who did those things. It worked to the disadvantage of Billie Holiday

and many others who lost their cards for one reason or another, for dope offenses or for

arrests, or whatever, and it really was about paying off.

|l mean | dondét know who was paying off or he
changed hands and peoplée got hei r cards and other peopl e ¢
arbitrary because people like Sinatra and other people for one reason or another were

denied at one point, getting cards. Very famous people who were not necessarily

drunks or junkies or anything kkthat, for other reasons were deemed undesirable and

quite arbitrarily disallowed their opportunity to work.

BROWN: Was this pretty widespread, this dependency on drugs and alcohol at the
time that you came to New York?

TAYLOR : Itwas growing. Whenlifr st came to New York, whis



most of the 630s, whiskey was the drug
mean you coul dé around the corner from
Avenue, was a bar called the White Rose Bt ia the White Rose Bar you could get a
drink in the daytime if you had 15 cents. At night the prices went up to a quarter for a
scotch. A double was 35 cents.

So it was easy as you can i magine to get dr
musiciars did. | mean guys would get blind with it being so cheap, and they liked to

drink and it was soci al. Youdd go around at
was another place up the street in the middle of 52nd Street, which was a bar where

musicians hng out. Not entertainment, just a bar and the drinks were cheap in there

too.

So | wanted to ingratiate myself with Coleman Hawkins and Don Bias, some of the

ol der musicians whoé Sid Catlett and peopl e
buy thema drink and be one of the guys.

Jo Jones as soon as he found out | was in town, which was like a few days later, told all
these guys, fABilly shouldndét drinko. Now h
the problem was, hedomihkosai &0 @Bill theshgayls
So anytime | offered to buy Coleman Hawkins a drink or John Simmons, or any

[unintelligible] any of the guys | was recognizing as these legendary figures that | only

of
t he |

knew by reputation, | éod ,s aya,n A Oh,uyhey,u ladé mrl
sai d, iYeah, I 61 | have oneo, and Hawk woul d
AYeah, I 61 1 have oneo. So he drank and heo
have a scotch acnod ahoe 6| | have a coco

Well t 6égohwmg to argue with one of these guys

soda. | drank my coceeola, we stood there and talked and | had a nice visit with a
legendary figure.

|l didndét find out unti/l much | ghatbe t hat Jo

di dndédt want me to drink. This much | knew,
| had met Jo Jones when he was with the Count Basie and he had come to Virginia

State. They played in Petersburg, played a job in Petersburg, and our whible ban

naturally went down to hear the Basie band.

Now wedre standing around and all the guysé
musicians and all the guys in my band were talking to him and everything, and | was

with everybody and so the guys were sayin@ur pi ano pl ayer is dyna
reallyé do you think you can get Count Basi ¢
[laughter] come on.

So surprisingly to me he said, fAYeaho. He ¢
he told Basie and Basie letersit in with this rhythm section of all rhythm sections,

Wal ter Paige, Jo Jones, and Freddie Green.

But that was when | met him. So he knew me as a college kid and so he liked that. For
some reason or other he decided tlmwas my guardian, he was going to look out for

me. He was not going to let me get into the problems that all these other guys get into.
And he did.

He said, AYoubre not to drink and you donodt
the afterhou pl aces and I|iterally take meé fACome
so I 6d go with him wherever



He would take me out of that situation and | would find out later that it was a big

number guy or it was a bi g s oewdhorotleyirstt hat |
pl ace. |l 6m just hanging because | want soal
besides Tatum comes in here sometimes, whatever. So | want to see what the New

York life is about. So he was very protective and spread the wordshatd ul d n 6t

drink.

It really wasnodot until years | ater, this wa:
came back from Europe that he really made this stick because | fought that all the way.

l dm a frat man, | can handulbel emys cwhticshk eoyr. | 06
whatever it was. |l wanted to drink. I di di
often.

But later he really made it stick because many years later when | was sitting doing a

single at Wellsé | had | dome olwa dko i fnrgo m olE wor avme
candét support a trio. I candét get a trio gi
So I 6m sitting there playing in this Harl em
mai n man. Hebés a neighbor ofhemhd egiama me ea
doubl e man. So my gig is from about 9: 00 p.

and the place ran 24 hours.
So people would come there to eat chicken and waffles. So all kinds of folks were

coming in at all timmaeasl] 6mSealyyngwelivvd, o§elad
real goodo.
Jo Jones came in and saw me do that one ni gl

the same kind of shape. | look out from the piano and | look up and here sits Jo, arms

folded, looking me dead in theye, with Art Tatum and Teddy Wilson, one on either

side. I couldndét play. I really had had t
From that point on he had made his point. If he had done that earlier | would have

stopped drinking earlier [laugh]. But he really made thietdbecause if there was

anyone that | wanted to impress it was those two guys and | just simply physically and

mentally couldné6t do it. And that was his |
BROWN: That s great. That @ gui ¢ &8t youBefcanmr e e\
|l i ke to maybeé now that youbve arrived in Nt

to compare and contrast the scene in D.C. versus New York as far as jamming, to

maybe compare the two music scenes initially, and then maybe tmebantext of

maybe now | ooking at now being in New Yor k,
the political climateé compared to your pr e\

TAYLOR : Well New York was everything that | had read. As | said ealtli®gs

just an avid reader. | read everything | could get my hands on about jazz and about

what was going on in New York, and all the famous people like the stars that came to

D.C., and the people whose records | bought and so forth.

For me it was all tre. | came to New York. The Apollo had just the great shows that

they talked about. The Paramount had the great shows with the big bands and in those

days you had at least four or five theaters downtown that had stage shows, so you would

have the Paramatiand the Strand with two different jazz bands the same week.

You had Duke Ellington and Billy Exstine he:



have Woody Herman and somebody else at the Strand. Duke would be at the

Paramount say that particularweekn d t hen youdd have say Woody
at the Strand. Then at the Capitol Theater you might have Tommy Dorsey and his band,

or somebody like Ethel Waters at the Capitol Theater.

Then you had a block or so away, a huge theater that was buithuetylike the size

of and show like Radio City. It was called the Roxy Theater. They had dancing girls,

and a big production number, and a movie and all that sort. And you had the

Rockefeller Center. So you had all of that going on within ten blocBsoafdway.

And you had all these nightclubs on Broadway that featured the big bands, the Charlie
Barnettds and all of the great bands, the hc
Vincent Lopez played at one of the hotels. It was the funniesttiigg in and see

Vincent Lopez as a piano player with a piano accompanist. He had somebody playing

the bass while he was doing all this other stuff [laughter] in his band.

Many of the places, the Zanzi bar &ard pl aces
was right on the corner, | guess it was <call
on the corner ofé this is while 52nd Street
Webster.

Duke Ellington is playing in this club on 49th and Broadway, th&aigs club. Later

became Bop City, but in these days it was a show. It was the Duke Ellington show and

Duke had his band and some singer and some dancers, and he put on a show just as they
would put on in the Paramount, or in the Apollo, or whateveaténs they played,

except it was done with tables.

They really were recreatingé trying to recr e
Now the Cotton Club by the time | got here had closed. | mean all those clubs no

longer existed. But the ambianceytad left behind was still there and it was carrying

out in Broadway.

But as far as jazz is concerned what you were hearing was jazz in the theaters. You

asked me earlier about jazz in the movies. They had short subjects. Every band that

played Hollywmd and played California ended up doing what they call short subjects,

which lasted 10 or 15 minutes.

Essentially it was somebody putting a camera up in front of the band or putting the band

on a set and having them do what they did in the club. Sditlrea was t he bandé¢
they would normally do on stage with a background of some sort. So you got to hear a

great band like Cab Calloway, or Redman, or Woody Herman, or Benny Goodman, or
somebody like that just playing.

This was in between movies. Thevie a comedy like ®ur Gangcomedy, or the
ThreeStoogespr somet hing | i ke that in a newsreel
this in the theater.

So a theater experience was a very long experience. If you went to the Paramount you
sawashow,whit | astedé a stage show, which | asted
saw a movie, which lasted about an hour or more. You saw selected short subjects they

called them, which lasted maybe a half hour or so. So you spent two or three hours for

your quarter [lagh], or whether it was 75 cents another time of day. The theaters were

built to accommodate that.

New York had several entertainment districts. Harlem was one. There were several
dancehalls in Harlem. There was the Savoy, which was the most fanexesalSmall



ones, a place called the Renaissance, which featured a lot of ethnic groups like West
Indian dancers and Spanish, Hispanic dancers with the accompany bands.

There were a couple of places, smaller, up and down 7th Avenue that had dancers.
Theywere large rooms but smaller by comparison to the Savoy and the Renny. Many

nightcl ubs. There were nightclubs I ined up.
|l etds see the El ks Rendezvousée i f | can thi:t
wondot womeThe Okay Club as | mentioned, the
these days 1061l I |l ook them up and find them.

But there had to be at least 15 or 20 nightclubs actively supporting live music in those

days. So you had small combos for the most partrajdyouie Jordan type things.

Wells and several other clubs like that introduced thehB2e Hammond organ to
nightclubs in Harlem and that was very popul
| worked with named Charlie Stewart, another guy named BgdittMvere early

pioneers, but the guys that really made the thing work were guys like Bill Davis, and

Bi |l | Dockett, and people |Iike that that had
Paradise, which was one of the biggest of the clubs in thatls@®th and 7th Avenue

also had dancing.

They had a big floor. They had Earl Bostick and bands like that and they also had an

organ out in the bar part. So the show would go on and they would have dancing girls,

and a chorus, and a comic, and tap daneers so forth, and a musician or whatever.

The six or eight piece band would play that, then the band would play for dancing. The

band would take intermission, everybody would come out of the bar and the guy would

play the organ. So it was an interegtway to do things.

In the Village you had the Camp Café Society, you had the Village Vanguard, several

Dixieland clubs, and a lot of clubs that featured a variety of cabaret type, people that did

the Broadway show tunes, and clubs that appealed to peuipldifferent lifestyles

were there.

So there were at |l east 10 or 15 of those do\
was the northern end ofé from where the Vani
had a variety of clubs all in those little streets avehghing, just off 7th Avenue and

going out in either direction.

BROWN: What was the sense of the musical C 0 mt

examples with Jo Jones, and others of you idols, and other established artists. Did you
feel like you were accepd right away, and what was the general feeling of the musical
community in New York?

TAYLOR : | was accepted right away, as were most people who first came. When |
first came to New York, | came around the same time as Errol Garner, and Pipe Jones,
and ve all were just welcomed with open arms to 52nd Street.

There were a lot of musicians who lived here, who were not for a variety of reasons
given those opportunities. Ram Ramirez comes to mind. Ram was a very fine pianist.
He wroteLoverMan and severabther pieces, butoverManis the most popular thing

he ever wrote.

Ram always had a nice job playing solo piano or something while working with a
combo but he never really got the opportunity that I think he was ready for at that



particular moment in tine.

Having had a major song recorded by Billie Holiday you would think hey, he would be

leading a group as Eddie Hayward was doing at Cafe Society. Well you figure, well

Ram ought to be doing that at Cafe Society uptown or somewhere, which was on 58th

Street on the east side. He played a lot of the east side clubs. He played clubs that
featured Broadway show tunes, similar toé |
on in the Village.

Woody Allen worked as a standup comic in those kinds of clubs. Beéomgon was a

comedi ané who is a writer now, worked with I
Jerry Mulligan at one time, a very fineé Jut
who became very big in motion pictures and on Broadway but in thoseldaysas

playing the Vanguard as a part of an act.

So there was a lot of interplay and the people on Broadway, the people in nightclubs,

the people in the Hispanic community, the people in several other groups that are now

separate, were all a part of thersaframework. They knew each other, they respected

each other, they performed together.

The first time | played with Machitods band:¢
relief band in a club called Lagonger, just down on Broadway, and the Machdo ba

was headlining and playing the show. We were playing relief and it was an all

American band headed by Walter Fitzthomas who used to play tenor with Cab

Calloway.

We were just playing straight ahead dance music, basically jazz for dancing if you will,

but with pseudo Latin rhythms as Americans would play them. But because | was on

the sceneé Joe Loco who was the pianist at
drafted, and Mario Bowser who was their musical director just drafted me.

He said, BALpoknb peéeager, you, youbdre electe:
play Latin, come ono [l aughter]. So | got
one of the greatest teachers there, actually the guy that taught Dizzy Gillespie about

that.

BROWN:  Well since you brought up learning a new musical vocabulary, in this

case AfretCuban jazz, now that youdbre in New York
crystallize as a musical genre or idiom, did you ever feel, and if so, when did you feel

that you weren a musical context that was maybe beyond, not so much your abilities

but your concept?

TAYLOR: | mmedi ately because 1 6m now in a pl ac:
Ben Webster, Dizzy Gillespie starts with the Opens, with the first bebop band even to
beon52nd Street. Now I 6m playing with Ben, a

because Bud Powell is supposed to be the piano player. The groups is supposed to be

Dizzy, Charlie Parker, Max Roach, Oscar Pediford, and Bud Powell, which would have

been just a unbelievable group.

Charlie Parker was not available for whatever reason so they got Don Bias. Bud Powell

was not available and they couldndét find any
thought right up to the last minute he was going to open gosthg without a piano

player.



So I 6m running back and forth because | kno\
over and | knowé as a matter of fact, I kno\
Charlie Barnett and he came to Washington and playeddtheutd with Chubby

Jackson playing the other base.

So he didndot know too many guys in Washingt ¢
what. Anyway | got to meet him at that ti m
touch with you sometime, and ¢éwver saw him again until we got the New York. But |

knew him and so we were friendly.

So he said, AWell come on over man, we need
went over and | sat in and Dizzy laught me ¢
said that | got fired because | kept being |
exaggeration.

The gigé Benb6s time actually ended but it di

before 1 finished with Ben, they had already hired George Wallingtptayopiano so |

was out of a gig. But | sure wanted to play with that band man, because they were

really special.

But the whole ideaé itdéds funny how you thinl
| 6ve said in intervi ewsgcontextlgealizdthasyauy t hem ag:
memory plays tricks on you. My memory plays tricks on me sometimes.

In thinking about that period | think of all of the great musicians who were working

there and myé and once again mgopls pfour i t s wer
asked if | was accepted. They were so supportive. Stef Smith, Eddie South, Hot Lip

Paige, guys that played veryé they knew abol
l ed into bebopé Prez and Don Biydke, and peopl
Dizzy, they were very quick to show us, all of us, not just me what they thought was

correct.

Don Bias for instance f el | Laurmandfalintovewi t hé we'
with the melody. Taught it to Errol Garner on the piano becaus@Br di dndét r ead
music and Don only had the sheet music to go by.

So he bought the sheet music, sat down and played it through on the piano and Errol

said, AOh, yeah, okayo. After he heard it
and hisowndimensio t o it and got his first hit with
years | ater. This is not in 0644, this is al
645, |l guess | ate 0645.

By that time Errol had already been hailed as a comer. Everybodytssighy is

really something and so already people are ¢
young | ions of that period. Hebs playing wi
Gill espie and showing how thoseé Hwoés not cl

that works with bebop. Sid Catlett and Clyde Hard are playing with Dizzy and showing

how their aspect of the music works.

And what | was able to see is that you can do this without losing your identify. Then

Hank Jones comes along and he and | wemeArt Tatum, Teddy Wilson, and Nat

Cole in a very similar fashion and he really gets into bebop. Man, he gets a thing going

on bebop that incorporates al/l of that stuf
Hank was so quick to make t hdauwunderstandinh mi ¢ c¢ ha
those daysé because | really wanted to pl ay

f
r



with me. | wanted to do what Tatum did and | wanted to do that kind of stride and all
that stuff, so it got in my way of really concentrating on bebopsagle

| wanted to use elements from bebop but | di
argue about this all the time because hedd
sound | i ke Charlie Parkero. | said, ANo, I
Tatumo, [l aughter] but he made the piano sou

articulation, he had the rhythmic concept, and once again he added his own dimension

to that concept. But it was firmly rooted in the rhythmic things that Bird and Dizzy

were @ncentrating on.

| on the other hand was concentrating more eclectically on Latin jazz, and on stride

piano playing, and European classical musi c,
this stuff is whirling around my head.

| know from listening to soeof my old records that sometimes | can hear like two bars

of stride, some impressionistic harmony, a little Teddy Wilson, and some Bud Powell

all in the first eight bars of something th:

BROWN: Well the musical influences notwstanding, | want to come back to the
concept of the community of musicians. Jazz Scholarship now looks at the bebop so
called revolution as happening, or portraying it as happening in more or less a vacuum,
a social cultural vacuum.

No one talks about vét were the ideas that were circulating among the musicians other
then musical, the extra musical, what books are being read if that was the case? Were
musicians reading say tiensterdanNews werethey keeping abreast of current
eventsandifsohow,moi esé you mentioned the newsreel
Another conduit for information outside the community might have been the returning
vets from the war. Just trying to get a feel for how the information is moving and what
are those ideas and attitudes that are circgjdtiat may have formed this new music

that is considered revolutionary.

TAYLOR : But one of the things that was going on was the fact that the musicians
basically who were conceptualizing bebop wet
go in the Army. Bud was not in the Army. Kenny Clark did so he relinquished his part

of that at that moment to Max Roach, until a later period when he came back and began

to reassert himself in terms of the person who was one of the founders of that particular

concept.

Jo Jones, though he never actually played the style was a good indication to people like

Max and others of how this concept was evol\

wor k, and you didndét have to be a drummer,
Catlettds work, and in the work of other dr.t
thing was going.

You know, say well here | can see, this guy/
thereds much more of r hyt hmi chisicompinatiome on t h¢
of sock symbol and bass drum that weodre acc.!

kind of approach to rhythm.
When | came to New York | had been highly influenced by one record that Duke made.
It was the introduction tth A Mellow Tore, where he does something up in the treble



part of the piano, some voicing, and | loved that voicing so | began to do things like that
and that became my style of accompaniment.

Well when | got to New York guysudireendtn | i Kk:¢
t he way. Why dondét you play in the | ower p:
man ? I mean never mind all that stuff up i1

But | liked that. 1 liked the fact that it gave me a chance to sound orchestral and to d
things that worked. | was given an opportunity by Ben Webster first and then the next
real job | had was with Eddie South and since that was with a trio, Eddie stdrted
started working with him with a 12 piece band and we just did one gig andehen h
disbanded the band because the show fell apart.

We were playing a show at the Famous Door and he went on the road but he only took a
trio on the road and the trio was piano, bass, and violin. Well that gave me a lot of
room to play harmonically becaule had a single line instrument so | could play all

the harmony | wanted, anywhere | wanted on the piano.

So | really developed the style of accompaniment that | was attracted to and | flushed
out some of the harmonic things that | had heard Ellingtoamibadded to them some
things that worked for me.

| had started doing this on my first record. | mean | did a piece callddati&lonk

and intheMadMonky ou 61 I hear the same thing that EI|I
voicing just in a blues context.mean | made a little melody out of it.

And theMadMonkt hat | 6 m referring to is Thelonious
is ités a stride, i1itdéds basically after 1 do
play the release of the piece. gtot a | i ttl e pseudo bebop | ine
mi Xi ng everything | d6ve got all in this 32 b:
had no reason to believe it wouldndot worKk

and a dab of that will wik. And sometimes it did, and sometimes it did a lot better.

For instance, that concept was much better defined by Monk himself when he wrote
52ndStreetTheme He used a riff and then he used a very complicated bebop release,

then he went back to thdfriwhich Dizzy and many other guys had used as a device. |

wasnodét that well grounded in the New Yor k st

point.
BROWN: So at the time you made this recording

TAYLOR : No. No, as anatter of fact he was being steadily put down by all the

writers and | remember a few yearsé even | at
with Norman Grant, he was referred to in the notes as an iterant piano player.

| mean people were very disrespactf of what he was doing becau
understand it. They just thought that he was a guy that played a lot of clunkers, that he

missed a lot and everything, not understanding that his sense of rhythm was as special

as it was and that he was alwaystrade piano player in the midst of the most

contemporary thing. Like Ellington, he was playing stride piano and it worked.

| Qguess thatdos what really threw me because
what | di dnodt r e a therbeflorid m the Bllihgtoh way @ryoulmad d t o e
to be spare in the way that Monk and Randy Western had chose to do, so that you left a

lot of space for people to absorb the harmonic things that you were outlining.



BROWN: And this relationship between Momid Bud, were you also a part of
this then? Did you get to experience some of their interchanges or did you get to see,
interact with them?

TAYLOR :  Well we hung out together a little bit but Bud was really a loner in many

respects and though he relatedther people, he tended to wander off by himself.

He and Monk had great respect for each other and he wandered away from Monk a little

|l ess then he wandered away from other fol ks,
Monk had a good relationship. Theypested one another. They would visit one

another, and they checked one anotherdés pl a)
In those days there was a lot more of that. Bud came to hear me. A lot of people would

come to hear each other because you were curibms.were working when the other

guy is working so youbdbre curious, you know,
see whether i1itdéds something | want to use or
and quite often there was.

BROWN: WhatabouMary Lou Williams and her rol e?
because |I know that drummers coming to New °

TAYLOR : Yeah.
BROWN: Could you talk about Mary Lou Williams?

TAYLOR : Mary Lou Williams spent a lot of time in the peribch at web6ve just |
talking abouté she was in Europe and she hat
New York she was working at Café Society and she would work there with a lot of

regularity because Bonnie Josephson liked what she did and woulehire

Ultimately she decided that she was going to Europe for whatever reason, to tour or

whatever. She lived over there for a while and while she was over there was when she

was converted to Catholicism and usthae st oppect
|l ife behind me. I mean itods not a viable |
and | donot think the two can coexi sto.

Well she was fortunate to meet a couple of priests that dissuaded her from giving up

musi ¢ and s airahg.tYbuacan,use fyodranusicraea Ged given gift, use

t he musi c. I mean you dondét have to play i:1
do whatever, but use the music, use your gif
So she came around to that way of thinking. So she had cokéldew York and

was beginning to do things with that in mind, and in her quest for evangelism, she came

in contact with Bud and Monk again, because they were friends of hers and they looked

up to her as someone who could do many of the things in teres wiriting, her

composition, and so forth that they were aspiring at that time to do.

So in the guise of mentor, she said, ALI stel
musi ci ans. Youdbre wonder ful, but the sound
and we have to work on thato. So she invite
and would cook up some soul food for them and everything, and kind of sit around and



theydod talk about music and talk about thing
directions and so forth.

Then she worked on them literally as a colleague more so then as a teacher to improve

their touch. So if you listen to their later records you hear a vastly improved touch in

terms of just the sound they evoke from the instrumenb ot h of t hem, and tI
due to their respect for work with Mary Lou Williams.

BROWN: In New York did you hook back up with Teddy Wilson soon after your
arrival?

TAYLOR : Very much so. | had only met him on those two occasions that |

mentioned.You know, it was just like a star meeting a young aspiring musician in any
circumstances, hi, and | didnot expect him
di dndét, but when | reminded him of the fact
actually arraged for me to study with his teacher, Richard McClanahan.

| was working at the Onyx Club with Stuff Smith and | was hurting my hands. | mean |

still have a really rough corn on this fing:t
just playing incorreity and really messing up my hands.

Teddy arranged for me to study with McClanahan who taught the Mantay system of

touch tone control and it changed the way | sound at the piano.

BROWN: How long did you study with him?

TAYLOR : |studied with him forsewveal yearsé for about four a
Richard was a classical teacher. He taught European classical music but he taught

people who studied other things. He taught Hazel Scott, he taught several jazz players,

male and female, who were well known, $®theories of touch tone control, which he

had learned from Tobias Mantay are very much evidence today.

BROWN: You mentioned earlier the recording of tdad Monk Was this your
first recording?

TAYLOR : Yes, that was the recording date that | did favé&/ Records.
BROWN: This is your first recording and itods

TAYLOR : It was my first recording under my name. | had actually recorded with
Foots Thomas and some other people on records with them.

BROWN: Do you r eme mber maablg abbui thagfirstrécarding s me
experience or perhaps the one that you did under your name?

TAYLOR : In the earlier records with Foots Thomas | was always awed by the fact
that the musicians that he chose were the musicians that | had seen work high the
bands. They came from Cab Call owayd6s band,

and these were guys who | had always looked up to as guys that | would like to emulate,



to be like these guys, and here | am on my first series of record datesenitnéh a n d

Emmett Barry and Bill Coleman and guys like that who were just wonderful players.

So it was very exciting.

Col eman Hawkins and Charlie Shavers, you knq¢
musicians who have much to say and who were very helpfudl i d ndét | et me get
and just relaxed me and helped me get through the job.

BROWN: Could you recount your meeting with Charlie Parker?

TAYLOR : | guess really the first time | actually met him, | was introduced to him

when he was with Earl Hinesyt  t hough | had been told about
hear him do what Little Benny had said he c«
honest with you.

| mean my head was somewhere else and | was interested in Dizzy because | had heard

Dizzybut | hadndét really heard Charlie. Il t hi
in those days in the band and it was nice bl
hindsight | understand itoés becaustke heds pl

kind of thing that he was most comfortable with so it sounded uncomfortable to me.
So the first time | actually met him was when | replaced Al Haig and this is many years
later in the Charlie Parker and Friends group down at Birdland.

BROWN: | wantedto talk a little bit about Charlie Parker because everyone has
mentioned that heds such a complex man and |
this is going back to the question that | asked you a little while ago about what ideas

were circulating intte musical community.

You said earlier that you were well read, that you were an avid reader. Were some of

these books and things that you were reading, were they shared among the jazz

community with say people like Charlie Parker or Dizzy Gillespie vetmat were some

of those things that were being read or discussed?

TAYLOR : Well | was always teased. The guys called me Professor a lot because |

al ways had a book and 1 6d always be reading
was always readingandBd comment ed on that at one ti me.
readi ngo? |l dondédt know what it was, it was
He discussed it, he said, Al couldndét get ¢t

middle of the bookandt deci ded, noo.

And we discussed it. He had indeed read much of it. He talked about some things he

did like, some things he was reading, some things he was thinking about in those days.

He had a great sense of humor and he said things with a lot of lesen though he

might have been talking about something serious. We talked about different things.

He heard me rehearsing one day. | was coming from a music lesson, again this is much

later when | was working at Birdland and it was at Birdland thiaiallfy met him

because this is back in the early 040s. Out
worked on similaré opposite one another. I
occasions we would exchange words or something.

I di dndét r elanh unty Birdland and tben énoed got to play at Birdland



then | could talk to him, I was working with him. | got to talk to him about some of the

things about his playing that | was interested in and he was very forthright and very

open and it was tarrf i c . |l al ways treasured the things:e
something that really would make you realize to what extent this man analyzed the

music that he was interested in writing and playing.

BROWN: Did you yourself read thAmsterdanNewsregularlyor read any
newspapers on a regular basis?

TAYLOR : Iread all the black newspapers, Amsterdam, Pittsburgh Courier,
basically because they were the two that were the easiest to get here in New York. |
used to read the Afro American in Washington, D.C.

BROWN: Were you unique in this way in and among the jazz musical community?
TAYLOR: No. Anybody that was interested iné
BROWN: Asking about some of the things you might have been reading. You said

you were reading the black periodicals, newspapersadgulHow about some of the

literature that was coming out at this time? Richard Wright would have already

published some of his major workd¢ativeSonand in the | ate 0640s wit
were these things that you read at the time that theyneterased?

TAYLOR : Oh, yeah, of course, sure. Well having come from Washington, D.C., |

was aware of these people and others and it
There was a theater company, | 6m bty ying to
but they were putting on plays in Harlem that had to do with racial relationships.

There were people |ike Frederick OO6Neil, Fro

who had been in movies, who had been on Broadway and who had done all kinds of
plays. Things were going on at the Y, going on at other places in Harlem because oddly
enough though there was the Lafayette Theater and there were other places where

people were presenting plays, it wasnoét duri
Most people were going to Broadwalymean many people, people who were
interested in plays were going to Broadway :

reflected the African American tradition or family values or whatever. So you still had
to come back uptown to get that.

Wh at 0 s ehexmn Hughes was writing some interesting things in the various
papers. Adam Clayton Powell was writing a column, a weekly column for one of the

| ocal & nAmsterdaoNewstfohamother paper, which was much further left of
the AmsterdanNewsard really was trying to stir up people into speaking up for
themselves.

I n this time that |1 6ém talking about though,
Not only could black people not own businesses on 125th Street, none of them owned
any business.

All of these businesses that were surviving because of the money of people in the
community, would not hire them to work there, nor could they own stores on that street,



and that was unacceptable to many people in the community, especially Adam and
some of he people who realized that this was economically strangling part of the
community.

So they made a big deal out of 1t and made ¢
hire people. They picketed them. There were other people who in a variety of ways
wereprevailed upon to do a better job ofé

woul d r ei

BROWN: The musiciansé anything that
thatods not 1

this music being revolutionary,
as far as lyric tradition.

TAYLOR: Wellther eason f or t hat i s because the mus
continuum or do you want to get right to this? | want to get right to this.

BROWN: Yeah, | etds get to this, sure.

TAYLOR: You can go back and check that out if
BROWN: Do you remember?

TAYLOR : Can you roll it back?

BROWN: So would you say that Adam Clayton Powell represented a new
consciousness in the black community or was he in fact the vanguard or spearheading
this?

TAYLOR : He was at the vanguard. Adam vealsrilliant man and a real social

activist. As a Baptist minister he knew that he could move people. He knew that he
could use his eloquence as a minister to articulate things, which were of concern to the
community.

He did that in the spirit of his fagih. His father had done much to move the Harlem
community forward in a social sense, in an educational sense, as well as a religious
sense in terms of the extended family, helping one another and so forth.

He was wel |l awar eé Ad a@Garvdylamdithe kind of &eslingw e | | awa'l
that Garvey had in terms of we, as a group of people should not allow ourselves to be
exploited and he articulated that actually
above at one point taking on one of the guys stendn the corner on a soapbox

arguing the point. Adam coul dnét al ways pa:¢

with him, especially when he started writing columns.

Adam wrote for théAmsterdaniNewsfor a while and | think he just felt that this was

just too social and too centered for him. He wanted to be in the vanguard of waking

peopl e up. He said, o0You candét just on youl
i s preventing you as an entrepreneur from o]
running oné why can you have a place on 135t h S
125th Street? What 6s the magic about 125t h
For one thing 125th Street runs from river t



work with, 135th Strete youdr e confi ned, and he said, Al
confining of oneébés spirit and we need to do
So he actually left thAmsterdanand began t o wr i t ePeoonplaenbost her é
Voicewas the name of the newspapere Whas accused of being a Communist and all

kinds of stuff because he was advocating really abrupt and special change. | mean

change now and irrevocably and a | ot of foll
ready for that.

BROWN: Do you see a diretie between this growing consciousness, this self

assertion that Adam Clayton Powell seems to be leading the community at, do you see

this reflected in the music thatodos now consi
t h aN @ wbheTimeby CharlieParker, the sense of urgency of claiming our own.

Do you subscribe to the idea that modern jazz was a revolution?

TAYLOR: Not in that sense. It was evolution ¢
revolution in the sense that what was necessary was to disciaid teings out of the

past in order to make the present work on the highest level. So that meant you had to

change what the drummer did, that meant you had to change what the bass player did,

you had to change the role of the pianist and so forth irhgfitem as well as changing

the type of melodies that kind of rhythmic support was suggesting.

|l dondot think though I think of Charlie Par/l
revolutionari es. | dondt think theydve tholi
later. Where they began to see that they were indeed revolutionary in terms of their

action was when they saw the effect that their music, their style of dress, their attitudes,

all the things that they were doing.

When they saw the effect of that, and thet that it was indeed making people think

clearer about what the music on a higher level could be, then I think they began to think

of themselves as revolutionary and people participating in a revolution.

I still bel i eve t hathatiiwas ewojutiopag becauseafltheio pi ni o n
respect for their elders, the fact that they built what they created on very solid ground,

which had been laid by specific people, Lester Young, Coleman Hawkins, Art Tatum,

Duke Ellington and others.

Whattheydidvas t o takeé Duke EIllington was a r eV
started talking about black beauty back in
the kind of parallel to the history of his entire race, he was doing the kind of thing that

was giving he foundation for their next step.

So though it wasé as | said, | thought it we
simply because it was much more solidly grounded or based in the foundation laid by

their elders.

However, when one looks at a revolutimo matter what the foundation may be, when
someone says I 6m going to make 180 degree t I
to cause people to do something which i1is ent
one has to immediately consider thealationary aspects of that and in that sense |

think it was revolutionary.

|l think one r
peopl e who di

eason i1tbés difficult to find 1|1
dndét participate in it is becal



though of themselves as takingé as being a par
taking the next positive step in the devel o}
going, and everything that Dizzy did, everything that Charlie Parker did always came

back to that foundation.

| mean they always swung and no matter how complicated the figure might be, it had

some relationship to something Roy Eldridge had done in the past and so forth. No

matter where Max went, in the back of his mind he could heaC&iett playing the

form of a tune. In the back of his mind he could hear some of the remarkable things

that he had heard Jo Jones do or Kenny Cl arl
was Jimmy Blanton. So there is a link on every instrumentdmtiwhe music that went

on before and the music that we have now.

| read in some of the current magazines people who are really putting down young

musicians and educators for going back to the roots and saying [unintelligible] Hollis is
doingadisservicke or so muché people have already don
in doing this?

There are many educators who say well it cat
been done instead of whatdés coming? Forevert
which of the musicians should be anointed as the leaders, and just as we resist that in

the social sense, we have resisted that in music.

Dizzy Gillespie and Charlie Parker were chosen by leaders. | mean they were out there

leading and were followed becaubkeir concepts were so strong that people wanted to

emulate them. Other people have been anointed by people and said this is your new

| eader and it didndt work out. I mean ther ¢
tremendous contributions to the musicwithout i ng | eaders i n a newé r
new direction.

Arnett Coleman and Cecil Taylor are certainly people who have made tremendous

contributions but they have not affected the entire fabric of the music in the sense that

an Ellington or one of the peophho is in more direct a part of the line have done.

| admire Arnett and Cecil because of their contribution, which has been much broader

in its effectiveness and its influence then most people are prepared to admit, but it is not

t heé t hos e hdyistang aré notfullysassandated into the vocabulary and the

repertoire in the way that Ellington is, in the way that Gillespie is, and the way that

Tatum is, in the way that other people are.

This does not negate or in any way dilute the importantieese great artists but it

does in my view put them in their place so that you can say, here is a person who did

somet hing really significant and did change
that approach but it didinghangeé it changed
| can say from a personal point of view, listening to Cecil Taylor, and Arnett, and

people like that, there are things that | do that | would not do had they not done what

they did, and |1 é6m sure that whetthothers peopl e

z
because | hear it in other peopleds worKk. S
I dondédt want anyone saying | should play |il
does. Il may choose to do that at 0ssome poi ni

decision as an artist.
The confusing thing for me is how do you articulate the fact that something can be a
revolutionary concept, which is in total agreement with the times. You are a product of



your times. You are thinking maybe subconsciouslynbat is the time for me to

recapture my music.

Instead of having Glenn Miller define whBtixedoJunctioni s, 1t 0s defined by
Hawkins for me. This isndét to sadnyThet hat one

Moodwas written by Joe Garlandrfthe Lucky Milliner [Unintelligible] Rhythm band

that was a hit then. People danced to it, everybody loved it.

Okay, it comes many years later into the main community and the credit all goes to

someone else. This affects a Dizzy Gillespie ora Charber k er who says, t ha
fair, and | want to create something and | want you to make something out of this Mr.

Miller or Mr. whoever.

So in a sense that was deliberate. That wa:
shape it dlélm gfoitnlpe s e alseement s t hat | know
together in a way thatodos unique to me and t|
revolution. It is evolutionary but itds my
take it.

BROWN: Wow, that was so eloquently put. | guess now | can wrap up my

dissertation.

Before we return to the chronology of your ¢
arrival i n New York at that time the SyQuest
justwent over the fact that therebés so manyé t
of the secalled musical revolution, this musical evolution/revolution that we call

modern jazz, bebop.

What about the more traditional oral sources in the black commuwwiy? r e | ooki ng a
a war, and if we go back to the previous World War we saw that Pullman porters and

returning vets were the conduits to the outside world that brought in new concepts, new

ideas from outside of the Harlem community.

Was this something thatas still going on? Were they still the sources of more

information, of extra community information and ideas, Pullman porters, returning

vets? Did you see an impact of their contribution to this network of information?

TAYLOR :  Yes, but a lesser contrition then it was after the First World War.

After the Second World War you had another element. You had the Gl Bill of Rights.

The GI Bill of Rights made it possible for any returning vet to go to school.

When you offered education to that group abple, so many people took advantage of

that, not just in Harlem in the jazz music, but it changed our culture. It created a middle
class that didnoét exist to that extent bef ol
traveled, they had been to Europe, thag been to places that normally many of those

people would have never gone to in their lifetime.

They had seen Palermo. They had seen Great Britain. They had seen what the ocean

was like, to be out in the middle of that vast body of water with nodaad around

you so you must have had a concept of what Columbus felt like. Are we going to fall

off the edge or what?

The period was so exciting because remember
never went anywhere, in the Army, or the Namyanywhere else.

So these guys are coming back sharing their stories about how qualified, educated



people were denied the right to fly fighter planes simply because they were black, put in

their own unit. How they had gone to fight in many places anddbme back and

been put on guard duty over German soldiers and presumably the enemy, who could do
things that they couldndét do.

|l mean, youb6re in Kentucky, or youodre in sot
and you simply canb6d aro darn &t ad a etphaird ,meaart d sH
your enemy, the enemy of your country that you have just finished fighting for and he

can walk in without any bother, he can go into the club.

This really was a wake up gatoetano a | ot of f
educati on; | 6ve got to get some economics st
outside of my community. There are a | ot of

position where | control my destiny instead of someone dictdtaigd me.

When you look at someone like a John Lewis that went to Manhattan School of Music

on the GI Bill, and other people that used the GI Bill as an aid to getting the kind of

education that they might not have been able to afford or might not raxghtrabout

had not this possibility existed.

John Lewis is one of the people who has created a lot of our repertoire, who has done an
enormous service in terms of devising a unit, the Modern Jazz Quartet. He devised the

unit, the Modern Jazz Quartet, whihas stood as an example of how people can

combine the European tradition with jazz, and as long as Mill Jackson is there you

know i1itds going to swing.

So it could be the most conservative phrase
musicians alway do and make that into the kind of jazz that we all know, love and

respect.

So itdéds a wonder ful example of howé the Mod:¢
of how education can totally change a manos
wrote thingsfor Dizzy Gillespie, who was capable of doing things before he was

educated because he had been educated in music prior to going to the Conservatory, but

who with that added knowledge and experience could then apply a greater world vision

and musicalviin t o what heds going to do.

Now this is not to comment on how his compositions and his concepts have impacted as
opposed or in contrast to Dizzy Gillespie and Charlie Parker and some other people who
didndét do that. Su f f ainty eafluenced Bizzyand Bird. hi s way,
He certainly influenced other people that he worked with because his quiet eloquent
presentations are of such value to them t hat

t hose. That 6s beauti ful, |l want to do that ¢
So thecontext of musicians, how they look at themselves as people inside the music
feel about whatodés going on as we move from t

by the second World War and the conduit was school. It was more aware social

agencies; it &s the support that was pooled together in the traditional way with

churches and soci al agencies after the war |
theydre coming back too.

The fact that other jobs wereé whegtutysmany pec¢
would come back and not be the first in line for the job. | mean because of their race

they might be hampered. This was the case in many cases. Those people went to
school é some of them. Ok avy, my pob is not ¢



school and see if | candt get a better job.

And this was preached by Adam Clayton Powell, it was preached by any number of

people of that period. Paul Robson was a person who was very outspoken in that

regard.

| have to admit that part of my interestsociology is one of the reasons that perhaps |

was more cognizant of this than some of the
lot of good musicians who in a one to one discussion would have a discussion about that

but then would go on with lifeast i s . They said, AWell yeah,
get back to the piano and do what | doo.

And | respect that because if you look at Hank and you look at Derrick Sampson, and

you look at a whole lot of other guys, you see musicians who as a besisé®f their

dedication have given us an enormous amount of material to work with musically and

hey, thatods so valuabl e.

BROWN: Anot her condui t t hat I havenot di scus:

t his war youdbve got anttomposergtifai woud nat haveshddl t he s
any kind of currency in the America, say Shurberg being played on radio, and Bartalk is

now in residence, and Stravinsky is now living in America.

This is something that Albert Murray was saying may have influencadube too

because all of a sudden you start to hear Stravinsky quotes in some Bird solos and you

start to hear perhaps this expanded harmonic vocabulary influencing jazz. Would you

agree with this?

TAYLOR :  Oh, very definitely. | think that the availaityl of musicians who were

run out ofé who defected from various count
coming here and being able to teach in colleges, and being able to work with the

symphony orchestras, the fact that Stravinsky was hired by Bilbg R0 write a special

ballet for a Broadway shoveveriively Arts, and many of these things just made the

music much more available.

It was also made available, and | havenot d
shoul dé | 6ve tsfdréasdwas eobcernet butitasdmpassikde for

someone in this age of television who has only come up with television and radio as it is
today and as itdéds been since the 660s, to r

Radio and motion pictures had everybody, kjacdhite, green, red, yellow, anything,
wanting to dance like Fred Astaire and hold a pretty lady like Ginger Rogers as you did
it. Wanted to lead a band like whoever your hero was, Benny Goodman, Paul
Whiteman, Stakowsky, whoever.

You saw that in the maes and you wanted to do that. You wanted to play the piano
like Jose Eturbe, who was not for me a great pianist but who looked like a concert
pianist is supposed to look. You wanted to have Deanna Durbin or somebody like that

sing your music because¢he gor geous when she sang it.

Al | of these things were part of whaté if vy
just the girl next door, man. You said wow a beautiful lady, what a nice young

gorgeous singer, dancer, actress, whatever. And so mamystheal ong t hose | in
race didndét enter into it.

I me a n , | was Buck Jones and Hoop Gi bson an

[
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John Wayne. | rode over the hill, rescued the girl from the Indians and the whole thing.

| mean that was a part of theythology that folks grew up in so that gets in our

subconscious.

So now you are going to the movies and youot
fancy nightclub, youbdre seeing Jimmy Lunsf ot
wher eds heods apmgdneeyor whatever. Beriny@Goodman, all these people.
Youdre seeing people that youdbve seen on th
Waller, Bill Bo Jangles Robinson, Lena Horne, all these folks.

So thereds a context .l eéNatf oymluy aaree fyrooun steheei
American community, not only are you seeing
actually most white people donét realize ho\
there was nothing we could do about it and since tivagenothing the NAACP

not withstandingé since there was nothing theé
and Fetch It and some of those folks, and we knew what they did when they were off

camera.

It was kind of a replay of the old minstrel thing whtre minstrel was saying one thing

and it was very obvious what the words meant in the general sense but those very words

meant something totally different to the black community and hence when you hear in
todayods jargon someoneg tbaaldk i nnge aanbi onugt i stodnse tvhei
when you hear some of the colloquialisms that refer to inside concepts, then you realize

that this was something that was fostered by radio, fostered by movies.

You saw how other people did things and you say well | canthatraround and if |

decide that instead of being called a Negro
it cool because now you candét insult me by
that 1 6m bl ack. Now di g hatdreaybugoingtowio get by t |
about that [l aughter]. So I 6ve just taken t

It really was very interesting to me to look back at things like this and see how they
work and see what the collective wisdom dictated. At one point we sag wetdt wa n't
to called colored, we want to be called Negro with a capital N, all right.

That wasnét satisfactory after a ti me. I d
bl ack. |l have just in the 060ségartleshave | ust
of my complexion, | am relating to Mother Africa and so forth. You will call me black
because | say so, because thatodos what | 06m c:
A |l ot of these things were coming about aft e
start i Whatfjubt&inddvés@rsundercurrent for almost 20 years before it really

began to explode in the 0660s.

BROWN: Today is November 20, 1993, day two of Jazz Oral History Programs,

Life History Interview with Dr. Billy Taylor in his home in Riverdale, NewrKo If |

did [unintelligible] this is tape three, th:
turn the interview over to Eugene Holly.

HOLLY : Eugene Holly interviewing Dr. Billy Taylor. Dr. Taylor, | want to ask
you some questions about your @ras a musician, with your trio, some of your
compositions, influences, things like that.

Yesterday you talked about your first recording under your name for Savoy. | would



like you to talk about your work in the trio, the piano, bass and drums, whihatas
important to you, who were your influences in that genre?

TAYLOR : When | was developing a style, trying to decided in which direction |

wanted to go, one of the things that was important to me was the models that | used and

Nat Cole was a model, Fafgaller was a model, Teddy Wilson, and they all worked

with many difference combinations, maybe three or four pieces or six pieces with horns,

without horns, but what | could hear best and what | liked best was when the piano was

in the lead.

So i t mattartw mé&whether he was leading a big bag or a small combo or

whatever, if he was playing melodies, i1f he
began to look at combinations like that.

My first opportunity to record under my own name, | was forteir@mough to have two

very sensitive and very experienced veterans, Jimmy Crawford, who was the drummer

with the Jimmy Lunsford band | had been working with, with Ben Webster. We had

done some gigs together on 52nd Street. He had replaced Sid Céltletttiand for a

short time and Al Hall was one of my favorite players because | had heard him in so

many groups, with Teddy Wilson particularly and with other organizations.

Well the addition of someone like Al Hall was a great comfort to me becausetbese

t wo musicians with experience that transcen:t
lean on them because | was absolutely comfortable.

It saved me on the date because Herman Lebinski who was the producer, who owned

the company and was producing bsn dates in those days, after | made the first take

or two came out and asked me if | couldnoét |
really threw me a curve. | 6m saying oh, wai
So it just made me more nervous and those two ratly settled me down. So

whatever | was doing on that date was kind of my best shot all things considered.

But itdéds funny to me to go back and | isten t
date and I 06m playingliattlliea thebog,rildée&m dloany ipn
bop, |l 6m playing some swing. Il 6m playing e\

like three or four minute records that we were making because they were originally not
on an album. They were originally single ekt These were originally within the three
mi nute format so thatds why theydre so short

HOLLY : | believe there was an earlier recording you made with Charles Mingus,
talk about that.

TAYLOR : That was much later. In the records that we were lookimgitir a

moment ago, there was somethingé Walter Foot
records that | ever made in a professional sense. Those were the very first records |

made and after that point | actually made s«
togeter.

| made some recordings with the Slam Stewart Quartet with John Collins on guitar, with
Harold Doc West on bass, and Slam Stewart and myself. This was the group in which |
had replaced Errol Garner. Errol Garner was the original pianist. It wastlaem.

When | came in, shortly after | arrived, Slam made it a quartet because John Collins got



out of the Army and was available. So John worked with him for quite a while, even

after | left.

But that period that | was recording in, | was working @8ndbStreet and Walter Foots

Thomas and all those guys were people that | worked with. Walter Foots Thomas had a

studio on West 48th Street with Cozy Cole and they taught music. Cozy taught drum

students and so forth.

Cozy actually had originally had thesrangement with Gene Cruppa so at the time |

was working with Walter, they were sharing an office space together, and so he
introduced me to Cozy and he hired me, and I
Taylor who used to work with Duke Ellington, mifsen piano, Tiny Grimes on guitar,

Don Bias on tenor, and Cozy Cole on drums.

We played a Broadway show, which was produced by Billy Rose and it was called the
SeverlLively Arts. We replaced the Benny Goodman sextet in that show. It was a

wonderful chane. We played seven minutes. All we had to do in the whole time was

play seven minutes but it was at the end of the first half of the show and we were

surrounded by six foot gorgeous ladies with no clothes on hardly and so it was very

difficult to look & anything other then the six ladies that were surrounding the piano,

but it was very exciting part of the show.

The show starred Bea Lilly and Bert Lahr and starred also the ballet dancers, Alicia
Macover and Anton Dol on. selinevetmethimibut k now at t
Maurica Bravanell was the conductor in the pit. | never met him during that period but

he was there. So it was a very special show.

The reason | mention that is we recorded that material that we played with Cozy Cole

with that groy . | dondt remember what the | abel wa
madeé the records are around somewhere. Th
an album or anything like that. So we did this recording. | did the recordings with

Slam, the reardings with Cozy Cole.

Al so around thisé a l|ittle earlier then that
The Standard was a companyé this was the nai
to be only broadcasté theywereealed not t o be s«
transcriptions and Standard was one of the ¢

| did some trio recordings with Eddie South, the only recordings | ever made with him

so that was all during this particular period.

This experience really led me into wanfito have the kind of trio that | had started off

with, with Jimmy Crawford and Al Hall, but having worked with John Collins in the
interim | said well gee, the whole rhythm s
gives me an option to do other things.

So | actually recorded with something called the Billy Taylor Trio. This was a little

| ateré | mean the Billy Tayl or Quartet. On ¢
a subsidiary of Decca. Another was for a much smaller label. Chronologically | ma

not have this in order but it was arounde it
about.

The record that | did was with a quartet. It was with piano, bass, drums, and guitar.
That basic unit was the unit that | added two horns to when | digr @tdaiti, and the
two horns were Bud Johnson who was myteamder on this group and Kenny Dorum.
Kenny Dorum, a wonderful trumpet player.



That was a fascinating group because it was Charlie Smith, Lloyd Trotman on bass,
John Collins on guitar, myselh@iano and the horns | mentioned.

We spent a month in Haiti. We went down to play at a festival and after the festival
was over we played in Patientville, which is up on the mountain several miles up from
PortA-Prince and we played in sort of a danckkiald of place, mostly kind of concert
things but in a dancehall setting.

It was a wonderful experience because it was the first time | had been to that part of the
world in the Caribbean and | heardé the fir:
was st adjacent to this dancehall where we were playing. It was a big thatched roof,
kind of openrair place and | heard this band playing that was playing for dancing.

They were playing nice Haitian music and | kept hearing something [sounds]. It
sounded like a horn or a voice or something so when | went down to look at the band,

|l dm | ooking for this horn. So | keep |l ooki-
shown what it was because | | ooked and | 6m
andil cano6t find it in the band.

So it never occurred to me to look at the drums because | had no idea that the guy was
making this sound on the conga drum. Finally the man who was the leader of the

group, a man named EIli Sa@&ad, therowed mmeyr ohe
said, fAAs a matter of fact the drummer who \
drummers in the country. Hi s name is Ti Rut

friendly and he was just a remarkable artist and was into #leakligious aspects of
that music.

HOLLY : What year was this tour when you went to Haiti?

TAYLOR: | don6ét remember to be honest with yol
it up. I can tell you because Ithedopn | ook i f
of my head. It was in the 0640s, in the mid
HOLLY : And as far as th8everLivelyArtss, di d you make thaté wa:c
date with Stravinsky?

TAYLOR: Yes. That 6s when he had wridné&tn this
do a date with him but the music that he had written for the ballet was for that show.

HOLLY : You mentioned working with Eddie South. What about working with

Stuff Smith?

TAYLOR : | worked with Stuff Smith later. | worked with Eddie for about aryaa

little more, and | met Stuff Smith while | was working with Eddie.

When | first worked with Eddie he had a{eilece band and they tried to reopen the

Famous Door on 52nd Street. Actually the location was just off of 52nd Street. It was
on7thAvene r i ght across from whatodés now the She
building or something now but in those days, in the basement there was a huge room,

which they called this Famous Door.

The Famous Door had actually been on 52nd Street but they dadiexhé the Famous



Door and the show included Pearl Bailey as a headliner, and Eddie South and the big

band, a guy named Jimmy Smith who tapped dance on a vibraphone.

Now this sounds funny when I tell people this today but this man actually played

melodieson t he vi braphone and he was very good.
recorded but he sounded | i ke somebodyé when
Xyl ophone because it was wood but he Iliteral
xylophone you have to tiihe note more then once to make it to sustain itself and so he

did that with taps and he played things Ifmrdust BodyAnd Soul He played good

tunes [laugh] and the guy was unbelievable. Jimmy Smith was his name.

On the same show theyhadagupnead | r on Jaw somebody and he
he tapped dance too and he would balance thi
mout h, I mean a regular kitchen table. He 0 ¢

holding the thing in his mouth whilee did this. It was a wild show, man, and they had

the perfunctory dancing girls and all that kind of stuff.

It was an interesting show but that was whet
Unfortunately it only lasted for about two weeks or sdnimgf like that and then it

closed and Eddie decided that he would take a small group on the road. He decided the

group would be a trio and so it was Eddie South, a man named Eddie Brown who

played bass, and myself.

The first place we went was Chicago. Ylayed a little club in the Loop called

El mer6s and right around the corner were mat

were kind of offé EIl merbés was a | ittle off f
door to the State Lake Theater.

Aroundhe corner é well the firsté we were playi
bar and wedre playing. All of a uddené we

S
Eddi e had a big repertoire and wedd rehear s
that was gart of his regular repertoire, classical music everything.
So all of a sudden instead of playiBgercotior something byitzchrysleror
something like that, or a pop tune liXesterdaysr something like that, Eddie
startedé pl aBlat. Sdvwe playeduhe blues. He did plagot Rhythm
We played Got Rhythm
|l 6m saying well we hadndét rehearsed any of t
because | knew the tunes and I loved to play them so that was fine, but it was just a

surprs e because that wasndét what we did as a t
So then we came off the bandstand and he sai
mine, this is Stuff Smitho. | said, AOh, ¢t
when | was a kid | used to listém Stuff Smith coming from 52nd Street on the radio

and so | knew how he played, but he always had like a six piece group with Jonah Jones

or somebody | i ke that and funnyeé they did a

music.

One thing t hadrstapdevahptHose grdupsnliketStuftiSmdh, and Louie
Jordan, and the Three Flames and some of those other groups, Nat Cole even in those
days, they did a lot of humorous material. They played some funny things, things that
made you laugh but they playgckat.

It was always in the context of very good jazz. | mean whatever it was, it was swinging
and the chords were hip and the melodies were catchy. So it was not the thing that



came into being later where the chords were simplified, and the melodees wer

forgettable, and the rhythm left a lot to be desired.

In those days Eddie was playing really authentic gypsy music. It was so authentic that

the King of the Gypsies would come in to hear us. | had never seen the King of the

Gypsies or heard of him uhtooking up one night and this entourage sweeps into this

veryeé just a street bar. So I 6m wondering \
Theyore obviously all together and theyodre ¢
must be somebody importan

Turned out he was the King of the Gypsies and he came to hear Eddie and he made all

these requests of these gypsy pieces, gypsy airs, some of which Eddie had to play alone
simply because | didndot know them.s But he |
cried. | mean [laugh] it was very exciting to watch Eddie as an artist really work the

audience.

He took pride in moving people. Hedéd pl ay
into a very romantic mood, whatever it was he was trying to projelsetn. So in this

case he made the King of the Gypsies cry.

Stuff Smith would come around fromé at a | at
we in turn went over to Stuffdés place and [ |
Claire Deluneandhepyed all of the stuff that he didn
[laughl].

But Chicago was really terrific. Il was st a\

was some real dive. Man, it was a horrible roach ranch, man. It was just a terrible
place to lave to stay.

't was my fi
pl ace we cou
get a clean place.

But Chicago was very prejudiced in those days. caldd stay in the Loop, we could

not stay down where we were working. We were staying out in the south side and

unfortunately for us this hotel where we were staying was just a dump and it was like

some of the dumps here in New York where musicians diayet.

So | suffered through two weeks of that but | met some wonderful people while | was

t her e. | meté a couple of the big bands cal
guess we were there longer. We must have been there almost a month because |

remember two different big bands coming in where we got a chance to go and talk to

some of the musicians and they came around the corner to hear us in the bar because we

were close to the theater. So it was really neat to meet them and kind of form some

friendships and stuff like that.

We went out on the south side and heard some of the great bands that were playing the
shows both at the Regal and whatever the cl I
club now but Red Saunders was the leader of the ddad.a good show, a lot of very

pretty dance girls, dancing girls.

I dondt Kknow, it seems to me that they h
asé because some of them didndét dance al
looked greatind so they came out with very little on and kicked high and everybody
enjoyed it. Always had a shake dancer or something like that.

So we would go outé Eddie |Iike to hang out

rst time on the road so |I kept
|l d stayo? l &m not making much 1
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wanted to go and since he was from Chicagarew everybody, everybody knew him,

and they knew him as an international star.

So the fact that he was working at EI mer 6s \
who studied in Budapest and who is a great artist. So he was always given that

defaential treatment while we were there and a lot of folks had us out to dinner and all

that, which just made me that much more uncomfortable for me to be staying in this

roach ranch, man. | mean, that was, ugh.

Anyway while | was there Bud Powell came @awn. Bud and | were good friends. |

had met him when he was with Goody Williams. | had gone up to the Savoy to hear
Goodyb6s band. | didndét know Bud Powel | and
was playing bebop. | 0 mying lzelyop in g damce band. wo w, t h
That 6s cool

So | introduced myself to him and we talked and | got to know him pretty well. So

while | was working in Chicago he came out there and he was staying at the same hotel

so we would go around and hear folks togetral talk to one another.

But he was on his way somewhere. |l dondt Kkt
| guess he came in to play a gig and the gig lasted for a few days and then after a week

or so he left. But that was how | remember Bud.

Noma t er € when | think of seeing him years | a
him in New York, that is the Bud Powell é bec¢
then, 20, 21, something like that, maybe 19 or 20 and he was lucid and he was funny,
andhewasmit a hip young musician who could pl ay
my memory of him. |l try to block out some 1
out some other memories of him that are not as pleasant as that.

HOLLY : Before we get back to yogareer as a pianist or leading a trio, | want to
ask you about your stay or residency if you can call it that with Dizzy Gillespie at
Birdland. Was it Birdland?

TAYLOR: Wel | no, it wasnoét with Dizzy
HOLLY : You were the housewemithalmusspianist. | 6 m sor r
TAYLOR: Birdland, that was | ater. Letds do t

HOLLY : Okay, sure.

TAYLOR : Because | can talk about that in other contexts. But | had met Dizzy as |

told you earlier when | was on 52nd Street so our pathsexidsut not as much as |

would have liked because | went to hear him with the various combos that he was

working with.

When | was working with Slam Stewart we did this quartet record for Music Craft and

t hat was at the same t iemakiégthetrecotdhtleey gagethe t i me
a dub of this new record that they had just made with Dizzy and Charlie Parker, which
wasSureEnoughand | mean it just wiped meé wow.
That was really whaté | had been hearing Di:



that time | had not heard him play with Bird because whenever | heard him it was with
Don Bias or with another saxophone player. And I heard Bird play but | never heard
him play with Dizzy. This was the first time | heard them do something together. It
was really exciting.

At the same time, Walter Gross, who was the A&R person for Music Craft at that time,

pl ayed another one. He said, AYoubre a piat
wrote this waltzo. He pl aiyRnd it dotr anewoma t
sing it that you wil!/| not believe. | said,
youo.

He playedTenderlyby Sarah Vaughn, which he had just recorded. Man, it wiped me

out because | had heareaas@aingerhlremenberddhaeti dnot |
as a piano player. She was playing for Bill
t hought about i1t | said | guess she did sing¢
impress me in that context. | just remembered beinbe band.

So to hear her in this context man, this was like five or six years later when she was

really mature and singing the Sarah Vaughn kind of approach that made her famous,

just unbelievabl e. But that tHddkhat o be about
Then while | was workingée well before | worl
opportunityé | was working with Slam Stewart

first major theater. | played the RKO in Boston and | got to hear SammglL&wi b a n d

with a tenor player.

| wrote my wifeto-be a letter. At that time | was just dating the woman | later married

and | wrote her a | etter and | said, Al heat
tenor player that is just the most amazing tgrayer | have heard and you know what

|l think about Ben Webster and Col eman Hawki i

said, AHe is really somethingo. I tried to
to tell her, s he Gell henhow diffarenthe was.ci ané but t o
But as | remember, the thing that impressed me was the way he played changes. He
played changes | i ke nobody |1 6d everé he and

that got inside the change. Man, they just made all of ihdbe same way that an Art

Tatum or someone can play the inner voices of the harmony. | got the feeling that their

mel odi es were sort of inside the harmony || il
heard do that concept to that extent to my ear.

But anyway | worked with Slam and we had some interesting experiences, one of

whi ché we went down to San Antonio, Texas.
was during the war, the Second World War so
guy namehde ®@sxonaé bandl eader, Don somet hing.

Anyway he had a nightclub and he booked Slam for some unknown reason down there

and this is right in the middle of the black community and all they liked was blues so |

dondét know why he woul dt bpbayiShgé wedrnespl ay
what Slam played. You knowgot To Be ThisOr Thatand all the Slam

[Unintelligible], all those things that he liked to play.

So we go down and we play our very sophisti
hum, oh, boy,whehn s t he good music coming ono. So i
on the street and got a blues singer who came in and played like all the stuff on the

jukebox.



So webre the stars, you know, SO we go on at
ontofi | i n. We | | he was so good and so well r
would say, fANo, play another one, mano [ | auq
experience. The guy turned out to Amos Bilburn and he of course later became very

well known butat that time he was just a guy trying to make a gig.

We had one of the classic experiences that black musicians had in the south at that time.

As | said it was during the war and wedre ot
back because we hadtopylat he Apol |l o Theater so we needec
bumped off our airplaneé military.

In those days the military had the priorities and if you were on a plane they could put
you off the plane at some stop and put the military on and you had to natblera

pl ane. So they did that to us and they put
it was.
The town was so small that they didnét have

they had in the railroad stations and in other places. So weiosand we sat is a

small waiting room and they sent the cook or some guy, a handyman, or somebody into

town. This was slightly out of town. Sent him into town to get a sign that said colored.

So we were sitting kind of lounging around in one corngh@ffoom and this guy

saidé kind of came over to us and said, dAPatl
the middle on a table near where we were. It said colored.

So we got and moved to the other side of the room. So the guys that | guess sent him

for the sign in the first place told him to move the sign. So wherever we were was the

colored section. Wherever we went they put the sign there [laugh]. So this charade

went on for at | east an hour because every t
Finally we got tired and we went outside and the plane came, we got on the plane and

went on back to return to New York. But some of the things that would happen in that

context were just so stupid and theyore | udi
But we came back and began to pteythe theater circuit. We did the Apollo; we did a
l ot of things with Billyds show in Baltimor ¢

had played for Billie on 52nd Street and | was really | guess upset by the deterioration

that had happened to hestlveen the time that | played for her at the Downbeat and the

time that we played opposite her at the Royal Theater. We played the Royal Theater

and we played a club opposite her.

We were all staying in the same hotel. She was making in the club btk $1,000

a week, which was a | ot of money and she di (

her money was going up her nose or in her arm, or whatever. It was such a tragedy

because shebés such a wonder ful é lkddbher was war i

as a person.

She was funny, and hip, and just nice and your heart goes out to somebody who | felt

was really being taken advantage of and used by some very unscrupulous people at that

particular moment because | had never seen anybody be Hik&tldtht. They just

came in and justé hey, this isnb6bt yours and

uncomfortable situation for me.

Anyway we came back to New York and began to play on 52nd Street. Now by this

time 1 6m reall y ver ydagngsomdecidedto getimarhed.t hi s
t

| ad)
This is in June of | guess 1946 wedre al kit



married.

Webre playing at the Three Deuces. I 6m pl a)
sai d | ook | 6vdaweekaff. \We hdd likk tareetweekshirathe club and |

think we had played one week, and so | said,
getting married and 101l I be back the foll owi
somebodyo. Sokerfared syl went oB & horeeymod.

When | came back | didndt have a job becaus:

loved it, and besides they had a personal thing going by the time | got back [laugh] and

so | had a wife and no job [laugh].

So Teddy suppot ed me for two or three months while
find because | hadndét expected to be out of
that my job was in that jeopardy | would have had the antenna out.

But it was summer and summarthose days was bad in New York because there was

no air conditioning in most of the clubs an:t
or whatever so working was rough. | coul dn
and she was working so she tinned to work.

In the meantime a man that | had met when 1 first worked with Ben Webster on the

street and | used to hang out at his office with Errol Garner, and with Stuff Smith, and a

lot of the people that | knew who he knew, when | was looking job ahe was one of

the people that | kind of looked up because he always knew what was going on.

He wrote forEsquireMagazine he was freelance writer. His name was Timmy

Rosencrantz and he was Danish Baron. He was the black sheep of that family. They
had paid him to stay out of Denmar k. The
and you |li ke to hang out with jazz musici
somewher eo. Just dondét disgrace the f ami
So he had a very comfortable life here in ttages. He had a very nice apartment and

he used to recordé if youdbébd go to his house
those things that literally cut the record in wax so there would be wax all over the floor

by the time you had played for a while.

But everybody |Iiked to go up there because
play something, hedd play it back for you arl
So Errol Garner did a lot of his rehearsing there and got to hear and kind of correct

thingsthat he wanted to alter and change and everything. So he pulled my coat to that.

— oo

< 5

He said, AMan, | etds go down Ti mds. We can
somet hi ngo. | said, AOkayo. So we did that
So Timmy was the guy that at that pointhaddeadd t hat he was going to
was now over, the Second World War was over, and there were still troops in Europe

but he figured this is a good time to have a tour of Europe, the first American band to

tour.

So he had Don Redman put together a band.b&hd was a great band, some

wonder f ul players in it but we were playing
swing era and sever al of the musicians wer ec¢

had several young musicians who wanted to play bebopantad several older
musicians who were very much more comfortable playing in the swing style or the pre
bop style.

So among them, among the older musicians was Don Bias and Quinton Jackson on



trombone, Tyree Glenn or trombone and vibraphone. BufordQlige a young

drummer who had replaced Kenny Clark in thi:
|l i ke Kenny was more into the more contempor :
heard some of the other guys. tdthoseva s ndt qui
kinds of things and developing his own approach to playing in the contemporary style.

So Buford was the drummer, Ted, oh, what wa:¢
Wonderful bassist, Sturgis, Ted Sturgis was the bassist. Ted says ancho liesson

to doubt him that he wrote that line that Ellington and some of the other guys play

Perdido, [musical sounds].

So he was one of the persons that took credit for that because those kinds of things

became common pr opert ypyrhttherkhing so ka might guy s di «
come up with an i dea, |l say thatoés great an:¢
and say hey, this is my tune [laugh]. That happened a lot.

Anyway we went on this tour. We rehearsed for several weeks. Kennyaamee t

first rehearsal and decided that that real |
Buford and made a few other changes in the band. The band left in August, the last

couple of days in August to go first to Denmark.

We were going to play Demark, Norway, Sweden in the Scandinavian countries. Then

we were going down to play Switzerl and and
Holland, other places on the continent.

So the band left. Something happened with my passport. So my wife hagaripass

and mine had gotten |l ost in transit or somef
with the band. So the band left, got there. They were welcomed with big fanfare. They

were on the newsreel getting off the plane and all that kind of stuff. Ibiyakeal.

The first American band to come to Europe after the war.

So my wife, Teddy and two other players, I
were but they had had problems with their pé:
orthreedayslatetSo we got a royal welcome so everybc
welcome when we got there.

They were very knowledgeabl e. I mean | hadru
knew everything |1 6d done. They knew who | |
a | ISkm Stewart. They knew all the stuff that | had done up until that period and |

was quite flattered. | said, hey thatos ver
So we played in these concerté the first col

halls | had ever played in at thtahe. It was called KB Hall in Copenhagen and it was
almost like music in the round because it was a huge arena and we were close to one
side of that arena but there were literally people all around us.

It was a huge crowd that had come to see us andayecpour normal show and they

just screamed and whistled. It was like what you hear for rock acts now, today. That
was the way we were treated and people followed us down the street and invited us to
their homes.

The one thing that impressed me aboutmark of all the Scandinavian countries, and

this is not to cast aspersions on the other two countries, but Denmark was the first place
we went so my memories were more vivid there because we spent a little more time and
we were not tr atectheiconged tow weonveuldiniea tevh, ghen
wedd move, then wedd hit another town.



in the s ame

Often we were doing two con t s
n t bus, drive to

afternoon concert, get o
concert. So that was going on.

But in Demark we were just there. We were listening to all these Peter Rasmussen and
Swen Aspersin and all these wonderful musicians whose records | had heard because
Timmy had a lot of their records. But they were wonderfyderson and you realized

that there were musicians even at that period who had assimilated the jazz language and
were speaking it without accent.

Swen Aspersin could play violin as well as any American violinist in those days, this is

i n t he he4@ee other piahists and other saxophonist and trumpet players

who really had mastered the jazz of that period. They had not heard enough bebop to
know what was going on. They were very curious about that.

But they had heard a lot of Coleman Hawkisg a whole lot of Benny Carter, and a

lot of Ellington and folks like that, and the Basie band and so forth. So it was exciting

to have this kind of knowledgeable audience to follow you around, and to be

interviewing you, and take you to radio staticausgl to be filmed by the newsreels and

all this stuff.

The tour was quite a success. We were very successful in all the places we went. When
the tour was over some of the musiciansé bef
Germany and the last thing that wid ds a big band was to play for the troops, the

Army troops in some of the Army facilities and there we discovered champagne. |
discovered champagne, and when | say we, | speak of my wife and me as opposed to
the band.

Most of those musicians had beentloa road quite a bit. We traveled a lot by bus so

we got to know one another very well and Teddy was a newly married young lady and
the youngest person on the bus and boy she really caught it because | mean they put her
on unbelievably, but she had sealgsrotectors when | was not around.

Don Bias was very chivalrous and several other guys just kind of looked out for her

cer
h e

when | wasndét around. But Tyree Glenn and
Several of the guys had made some good connsctiowhi | e t hey wereé whe)
arrived and they had marijuana and so forth.

She smoked in those days. She didndét smoke
cigarettes and so they kept saying, daWell h
br anTdhoeey kept é She said, ANo thank youodo, bec
She said, fAiNo thank you, I dondot | ike the w:
the front of us where we were seated in the bus and they would be pushing the smoke

back.| said, ACome on man, donét do thato.

So anyway we had a very nice tour of the Army camps and we met a lot of folks. | met

several people that | later worked with when | came back to the states who were in the

Army in those days and were living in Europe

But to make a long story short what we did, we finished the tour. Don sent part of the

band back home and retained a small combo of about seven pieces, which he took into a
nightclub called Le Bouleur. It was a very fancy eating club and we had sogkiei

a two month engagement there and we played I think from whatever period that was

past the New Yearé through the New Year. S
little club.



A very interesting club. People came and danced to what we were pleging of

which was bebop, but they danced a |l ot to wlt
at that point was Don Redman, who was playing alto, Don Bias who was playing tenor,

Tyree Glenn and Quinton Jackson were playing trombones, and there was another
trombonisté Nat Peck | think was playing wit
John Bouchette was then playing bass with us, Buford Oliver was still playing drums,

and we had a guitarist whose name escapes me at the moment.

But it was a nice band. dd Redmand rearranged some of the material that we had been

playing and wrote some new material for that instrumentation and so we had quite a

successful engagement.

Then Don Redman decided that he was going to continue to write, and got an offer to

write some for movies and to do some other kind of writing. Don Bias and Tyree Glenn

then took the band to Holland and we played in Rotterdam at a club there and we

recorded several things in Hillverson with Don Bias and Tyree leading the group. We

recorded sme bebop things and some other things that the musicians had written.

| did a couple of piano solos when we got é \
group, as soon as we got off the train from Germany, instead of going to the hotel we
wenttotherecod st udi o. We didndédt even say good e
We were in the record studio so | got to record something Stadingon Champs

Elyseesand a couple of other things that | had written at that particular time. But |

dondt knowpwleattelvdro ht. I never heard thos
couple of collectors have them but 1 6ve nev:«
sound | i ke. Probably sound | i ke that first

was playing in thee days.

HOLLY : With regards to your picking up from your first record date and going to

working in the trio format in your early years, can you talk about your compositions in

that context, what kind of style were you evolving at that point, and whoyware

band members, and some of the recordings yol
of your earl yé

TAYLOR : No. The first things that | was doing in that context were the HRS

things, and then Coral Recordsé | recorded :
Records were an interestingé theydre interes
couple of those things on it. Some funny stuff.

|l had heard a pianist whose name was Kennyé
very i mpressedé year amsdeff Andyklirkeshe wskarapipced. o u Wi | |
by Kenny Kirzy and Kenny Kirzy had one special piece that he played &dlegie

WoogieCocktailand what he did, he play@&bogieWoogiewith his left hand and he

pl ayed al l of thisé i t-iskaadd#linds,iakdde npxece b o p. |t
everybody up, anBoogieWo o g hagpersng in the left hand.
So | said wow, thatdés hip and | used to | ov«

with Andy Kirk and unfortunately for me | never got that opportunity. k& wae of
those things that the time was wrong for me
partial transcription of the solo that he played because evidently it was something in

A

Kirkés book so | said hey man, thatoés a tretl



So when | made ynfirst records for Coral, one of the things that | did was to play
BoogieWoogiei n t he | eft hand and bebop in the
thing was calledaylorMade.and | dondét remember the ti
you and let you kow what the titles are.

But t her e DowaThatDréamwas @ne of the ballads that | played and it was

a quartet. It was piano, bass, and drums,
the date because John Coddndts rweamsennlte ravvah d atl
was at that time but 10611l find out.

|l went through trios at that period. Il keej
several quartets because | really wanted a quartet. | mean | had been listening to Nat

Cole and at thatrhe Nat Cole was doing a radio show and it was a very good show.

Nat Cole was very nice to me. | introduced myself to him at one point and like most of

the older musicians, for someone who played his instrument, he was just a nice man and

| sai dwayid éavcemiared your work and youdve infl
on, and so on. He was kind of flattered. [
a cup of coffeed, and we sat down and had a
every time lwould see him he would be very nice to me and later he would come to see

me play and so forth.

At this time | went to hear him broadcast and | heard the things that he was doing with

the guitarist, Oscar Moor e andtheterecads.d oh, m:
| mean | had all of thos8cotchingWith SodaandHit ThatJiveJackand all those

things that he did and | loved them. Bidneysucklé&rose of all of those things in

those early thingdjoneysuckldrose the instrumental, was the onetthéked.

| liked the singing, and | loved the piano solos and guitar solos, but when he just got

into his instrumental things, | said hey, gt
him on his radi o show | s ajustigotgochaveguitabve got
in my group. So even though | had a drum, | worked a lot with the full rhythm section,

with all four instruments.

But | found out that economically they would not pay me anymore for four then they

would for three, and so sinceammics got to be a real serious problem, ultimately |

had to cut to three because if | split it three ways then | could hold guys better.

I n those days | kept making, building trios
guartet but one of my earlygrtets had John Levy on bass, Denzel Best on drums, and

John Collins on guitar. John Collins left the group to go with Art Tatum, which | could
really understand. We were | aying off pret-Ht
this time George Shearirigrmed a quintet so John Levy and Denzel Best left to go

with him.

So | had to start all over again and | got a series of other guitarist and bass players and

rig
tl es

dr ummer s . Before John Collins |l eft the gr ol
the basplayer and drummer left to go with George Shearing earlier, and just before

John |l eft, Artie Shaw took over my quartet
We worked at a place calledé it was right ne

Iceland was onef those places that you buy a ticket and it says for the same tour ticket

you will be taken to a New York nightclub. This was one of the New York nightclubs.

So wedbd be right in the middle of the show
peoplewou wal k i n. You know, theydre wal king ¢



wo w, and theyo6re talking and everything. S
of ¢ he didnodot I ike that at alll

But it was good quintet. We rehearsed over at his house. He wasalient

musi ciané because we were playing bebop by
the bebop style and we were playing some of those things and heesight. He

A

|l ooked at it and said, AOh, yeah, thatds ni
We never played anyonthedgigut he enjoyed rehearsing them,
and it wasnodét what he was comfortable with |
was his style.

Anyway the quartet disintegrated after a whi
al ot of differenté we played at Caf® Society
different quartets would be the rhythm section for Coleman Hawkins, or for Lester

Young, or for several other people who liked the idea of having kind of four guys who

hadwo ked together and who were comfortable.
your I|little thing together and 10611 go on t ¢
jobs.

But we mostly got jobs playing for somebody and this was frustrating me because |

want ed to get out there and make some record
wasnot able to get anyone interested in that
So we were going along for quite a while before | actually began to do my next series of

records, which was for Royal Roastd the Roast sessions, came about when | was

working at Birdland and the first session that | did was a little jukebox hit. | was really

happy about that.

Teddy Reid came to me and said, AThere is t1l
that 6sokiaddahcege beat to ito. He sai d, iMa:
on a recordo. |l said, fAiYeso.

So I did a thing calle@ueBlue, which had a two beat bass line [musical sounds]. It
said that kind of thing and | used a conga drum and once agigimas in my quartet

days so | had Mondel | Lowe on guitar by that
trying to think of the conga playerds name 1
I 61 | think of it 1 n a minute.

Anyway it was a very nice. It wasst a blues in F and it actually gave rise to another

piece of music. In my solo on that record, | played a riff that said [musical sounds]. So

| played that and Oscar Petiford who | was \
it a lot. |liked thalittle riff. So Oscar made a record, which he caBégesin The

Closet, which said [musical sounds].

So | said, fAnOscar, what are you doing? Hevy,
werendt doing anyt hing wi t hbutiitwas vdrylniaey g h ] . S
and | didndét mind because it was just a rif/i
| really loved to play with in Birdland.

Whil e we were working in Birdland, Quincy J

and this is very earlgn in the days of layeringormuttia pi ng or whatever th
HOLLY : Multi tracking.

TALYOR : Multi tracking, yeah. What happened was that he had a violinist, Harry



Decosky, who was a very fine player and Quincy had written a little thing for a guy
namedLinc Hammond, who was a disc jockey, calletlle Bandmasterand Oscar had
written a piece calle8wingingdril TheGirls ComeHome.

So we did about four tunes for them. | was playing piano, Petiford was playing bass,
Charlie Smith, a wonderful left hdad drummer had been the mainstay of my trio for
many years, was playing drums, and Harry Decosky was playing violin and viola.

He overdubbed the viola parts and when it was multi tracking it was more then one
violin, he overdubbed all of that. Oscar algobed the cello part so what you have is

what amounts to string section and a trio

reference when | decided to write something for the Julliard String Quartet just a couple

of years ago and having done that recbkshew it could work. | knew the sound was
in my mind and | just took the idea of
Oscar [Unintelligible] as my point of reference.

So we did a record which has beemregkeased | guess on Columbia or CBS or

soamet hi ng, in one of those collections,
very nice. | was very delighted with the way it came off. During the same time, we

al

[ Uni t

provided the rhythm sectioné well |l guess
becau:

506s, we provided theé this was after
thing |1 was house pianist at Birdland. Now | am playing with Dizzy Gelepsy and
Charlie Parker and all these people.

The way | got to be house pianist at Birdland was kindtefesting. | was doing a lot

of freelancing around, | was trying to make a quartet work and unsuccessfully. | was
having a lot of guys hear musicians that were working for me and offer them more
money and a job so | was losing musicians as fast@dd get them.

So Birdland was a terrificé the timing
dubbing. | was doing a lot of recording, making records with country and western
groups because they were doing that in New York and doing stuffwgérs like

Decca Records with Si Oliver and many people like that. So | was getting a chance
toé at |l east | was trying to earn a |i
people simply because | was out there hustling, trying to get s@s.e gi

Billy Kyle one of the pianist who did influence my work in many ways was very helpful

in that regard. He was then doingé this

Armstrong. He was then doing some Broadway shows and doing a lot of work with Si
Oliver and he just had more work then he could handle. So | got the overflow. And
one year in the overflow kept me going the whole year. | mean it was a lot of work.
So |I got to record with Bing Crosby an
will forget that day. It was a very funny day. | had never seen him in person before. |
had seen him in the movies and heard him on the radio but here | am you know just a

few feet away from this | egendarySmovi e

Oliver was the arranger and conductor of the day. We were making this tape and |
dondt remember what the tune was, but
iné there was no booth for the singoer.

\Y

d

So here | am looking at Bing Crosby and | am sitting at the piano because there were a

couple of things where | had to just kind of play something that he wanted to hear for

of

wher ¢

It

t

ng.

l

W a ¢

a
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had
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his ear. So | was facing him. Shis now weodr

take and the red light is on and everything and | got to sneeze. | mean my face is



getting red, the tears are rolling and my face is all contorted. | am trying to stifle the

sneeze.

And he just cracksé he said, ThBnWbnaezedi s he doi
[l aughter]. It was so funny. That was the
moment | ever spent in a record studio because you know here | am with my best foot

forward trying to do this and | got to sneeze and mess up thistgkethat Crosby is

doing.

So anyway | was doing a lot of this recording. | did many things that stood me in good

standing. | did some recording with Neil Hefty. | did recording with a lot of very fine

musicians over that period of time. AndworkingBin r dl and as | sai dé an:i
got the job was that | got a call from Al Haig who | had met when he was working on

52nd Street with Charlie Parker. And he sai
got something to do and if you could cover theegsal and the opening night for me

down at Birdland | would appreciate it.o I
ACharlie Parker and strings. o | said okay.

So | go down and Charlie is rehearsing the strings and | went up and told him | am
subbing for Al today. He said okay. So we rehearsed all the stuff and everything. |

pl ayed opening night. So the next night |
Kay. He said, fAMan where are you?Z?ad The Bir
ANobody told me. |l thought | was just playi
down. 0O

So | went down and | finished the week. The week was very successful. We played the

next week at the Apollo Theatre and | played with the rhythm sectiBoyHaines

and Tommy Potter. So it was a very exciting two weeks for me. So in working with

Charlie Parker and strings and Bird loved to conduct that group. | mean he was really

enjoying those two weeks. It was something he wanted to do. A lobplepeave said

that he was talked into it by Norman Grants or by A&R man. No he wanted to do that.

He loved it.

| think the wayé the reason he | iked the st
Hefty date when they were doing repetition. Andhewabt supposed to pl ay
he was over in the corner just kind of noodling over what they were doing and Neil said,

AHey no, come over here and do that. o And
repetition was supposed to be something that hadxaopkane on it at all. But it

opened his ears to how he sounded with strings and he liked that. So that was what he

was trying to do with the small combo.

So | enjoyed those two weeks and | was, you know, prepared to go back to my usual

scuffling and tryng to find something else to do when | got a call from Monty

Alexander who was booking Birdland and who | had known from his Royal Roost days

and so forth. As a matter of fact | had knc¢
very well but he had booKleus concerts and | had met him there.

So Monty said, ALook, Bud Pal didndét show at
getting to be kind of traumatic. What | would like for you to do is to just show up. If |
dondt need you Ilyow Idhdvetup/,out tkenmow bwandt ha
because one of these days | am going to call
Al just need somebody that | can plug into
That was the beginning of my two year sasthouse pianist at Birdland. And while |



was there | played with Miles, | played with JJ, | played with Kye Windin, Bill Harris,

Lee Conitz, Zoot Simms, you name t hem. I me
group in those days or who was between gigsomething got to be in the all star

group like Terry Gibbs and a lot of other guys. And it was really just a wonderful

experience playing with some of the legendary figures of the music, which was

developing at that time.

At that momentintimether was a bi gé wel | It wasnodét a co
always at best are trying to do their own thing. And Lenny Trestano in those days was

trying to do something different from what Dizzy and Bird were doing. So he had two

saxophone players. He hadan Marshan and Lee Conitz. And they had a lot of things

that they hadé original material some of whi
structure but much of which was built on the structure well known songs.

And so they were doing some very intuitivepiravisations and they were sort of
collectively improvising and doing al/l Ki nd:
contemporary jazz to that extent in those days. So it was a very interesting sound and a

very well thought out concept of the music. tBey would play Birdland. And Bird

would play Birdland and Stan Kenton would play Birdland and Duke Ellington would

play Birdland, and Count Basie would play Birdland. So it was just a thrill for me to be

opposite of these guys and to hear every weelettong different going on and a

different approach, all these guys bringing in their personal dimension.

| got a chance to play Roy Eldridge. He blew in from Chicago. He was little jazz. He

had all these things that he was doing and that was excitmg.tcAnd so | was getting

a chanced not only to play bee bop but to sit in and to play with for a week or so, with

Prez, or Hawk or any of the legendary figures. John Coltrain in those days would play

as much alto as he played tenor, so he was playitg djtferently. Art Blakey was

trying to get a large band started, which he called the Jazz Messengers. And it was |

think about a 15 or 16 piece band.

He, because he wasndédt working, would take a
drummers or whavas hired to work in the context was always a good choice because it

was Joe Jones or Art Blakey or someone of that caliber, you know who was right there

on top of what was going on in the rhythm section. And the bass player was always

Oscar Pediford o€lyde Lombardi or Tommy Potter or Percy Heath or somebody who

was really laying down a solid foundation.

So it was a just a very exciting and pleasant two years. The only reason | left Birdland

was because Monty Kay opened another nightclub on West &étt Salled

[ Unintelligible]. And he had the brother of
his partner. And so Irvine Levy and Monty had this small room, which was a great jazz

room. It was atiny little 52nd Street tight room but it had a littledyaic It was a very

cute and a very cozy room. Having worked with people like Slim Gaylord and others at

Birdland, Monty brought some of those people over to [Unintelligible].

[Unintelligible] was just off the corner of 8th Avenue and 54th Street sBaliadium

was right down at the other corner on Broadway. So a lot of the musicians from the

Palladium would come over, Tito [Unintelligible] and all of the guys that played the

Palladium would come over between sets and hear jazz because they vntogamlzi

and they liked to play and listen to it and so forth. And we in turn, even when | was at
Birdland, would go up to the Palladiumé | w



when | was working with Dizzy heegould say,
wi th me. I am going up to the Palladium. o
would go up and dance. He would be grabbing the ladies and doing his dance with

them.

The Palladium, the interaction between the Latin players and the jazzsplea®n very

close one and a very fruitful one. We were using them on record dates and they were
using us on record dates. So it was a very:¢
more accessible to the other.

So this club, because it was a smallebdhen the Birdland was a place where a lot of

people hung out. And so you had peopl e who
bar and they were coming to hear Oscar Pediford or coming to hear Charlie Smith who

was this drummer who worked with me.

Charl ie Smith was a drummer who doesndét get
one of the best drummers ever in jazz. He was one of the most creative and most

original drummers. He was ldfianded. He played the drums backwards. So one time

| hada backward trio. Earl May was playing with me and he played the bass

backwards. So if you looked at the bandstand it looked like you should be looking in a

mirror because it was totally backwards from what you should see.

But when | started at [Unintefjible] Charlie Mengis was my bass player. And the way

| met Charlie Mengis was kind of interesting. | was working at Birdland and Joe Jones

said, AMonty tells me that you have next we:¢
| said, Nn€hefds MmMecsawhh, fABoston. oo | said,
He said, AWell there is a guy up there name:{(
Storyville. | was just there and | told him he should hire you so he is going to hire you

next Wweeslkid, nAOkay thatdés fine. Thank you.
wi || make a couple of calls. o He said, ANo,
So | said, AWell okay. Who have you got ?0 I
him but | fdgonat hemewhieard of hi m. He used
said, fAiYeah | have heard of hi m. He i s ver)
said, AYeah. o So | was |l ooking forward to t

| had heard Charlie Mengis with Tal Forlow and Red N@md they were playing
nothing but counterpoint man. | mean they had all this stuff going on. | thought what a

wonder ful group. But | didndét know he had |
bands. You know | wasnotonlyteard hinfvatmi | i ar wi t |
Nor vo. So | didndét know he could swing or |
for a treat.

So any way, | said, AWho is the drummer ? Al
am busy next week so | got a guy named MarcusFost f or y o u. You wi |l

And | did. He was a very, very fine drummer who unfortunately never got out of
Boston often enough to make the kind of name that his talent deserved. He was sort of
|l i ke, whatodods the other guy who is stil!l up t

HOLL Y: Allen Dawson?

TAYLOR:  Allen Dawson who is a wonderful drummer and because he spent so
much time in Boston people dondt realize wh:



many wonderful é how many students he has tr:
So anyway, wavent up to Boston, played this week. There was a man who did a radio

show in the hotel upstairs from where the club Storyville was. His name was Nat

Hent hoff and he was doingé he | ater became :
writer and so forth ahhas written a great deal and has also done a lot of jazz in terms

of starting the Candy Label and doing things with many musicians.

Anyway in those days he was a disk jockey, a writer. So he was doing a classical show

and a jazz show on the same statiod | was very taken with the fact that he gave the

same kind of comments on his jazz show that he gave on his classical show. And he

gave a lot of information. | said this guy knows the music, likes it and knows what to

say.

And so he would come dowtairs and we would do a live broadcast from the

Storyville. So the second night we were playing together, Charles Mengis and | and we

had never rehearsed. We only went on the bandstand and just played. The second night

we worked together, we dida btba a st . The broadcasté from ¢t}
music, which is on the record, on Roast in which Charlie is a part of the trio. That was

the occasion of which we made that record. It was just a live performance. Itis only a

part of a live performancdt was about a half of an hour or a little more show. So

there are other things that have never been released from that date. Some of it is on

tape. | have some of it in my old collection but they have never been released.

HOLLY: ljustwanttoaskqué | want to go back to your
Birdland. Tell me that funny story about the tune you named for Dizzy.

TAYLOR:  Well Dizzy was always a ladies man. | mean Dizzy had a good eye for

the ladies, you know because he was always making pke everything he could get

away with it. I mean he would be talking tc¢
a lot of pretty ladies came into Birdland.

He came in one time from being on the road and he had this tune that he and Milt

Jackson were playn g . Milté whenever the band played
|l i ke a |l ong |l ost brother because at | ast he
he was playing both piano and vibes because

vibraphone @yer in his group.

So what would happen, would be when Dizzy was playing Milt would have to play
comp piano. When Milt was playing, either Dizzy or Bill Graham, the saxophone
player would play comp for Milt. And so you know it was just uncomfortabl/itir

to have to keep at that point, to keep switching around because he really wanted to
concentrate on the vibes.

So they get to Birdland and they are playi ng
He said, #fAlt doesno6t gom@atedo abroadcastiieat night And s o
from Birdland and he said, AYeah | am going
going to call it ?0 And so having just noti
dondt yBetksWok®| | I augh], Ak alye 6saiAnd he di d.
HOLLY: From that period, you had mentioned that was a formative period for

your development working in those clubs. I



TAYLOR: When | was at Birdland?
HOLLY: Yeah.
TAYLOR: From 649 to 651.

HOLLY: Okay. Your career at that point, you picked up recording in the trio
fashion again or are you still workingeéeé

TAYLOR: Just prior to that what had happened,
Europe for instance | had started a piano [unintelligible] with Bgfati\and | worked

at Wells. And the concept in Harlem in those days was to introduce the B3 organ and

have people playing on this. And Wells was in the forefront of that.

So | worked with a guy named Charlie Stewart first and then | worked with this

wonderful musician who was very well classically trained named Bob Wyatt. We

played a whole bunch of stuff. And this was the group that | actually took to the Roost.

| mean that was who | was working with at the Roost when | was working there prior to

going to Birdland.

So what happened, | was doing a solo, he was doing a solo and then as kind of a show

we would come together and we would play together and then there would usually be a

soloist or singer or somebody who might sing with the two is us aceyimgethat

person. Then we would go back to doing solo work for the rest of the evening.

So we actwually did a record for what was t he
nobodyods | ist because | dondét think it was ¢
only four sides and for whatever reason Col
editor of Downbeat took a liking to us and booked us in St. Louis as a matter of fact.

He bookedé Wyatt and Taylor was the name of
ChaseHotel in St. Louis.

| remember we had to move the organ from the room we were in upstairs to another

room and do Saturday or Sunday at the Chase whatever it was, broadcast that they did
from there. So we did this bwidaastausest fr om
we were working in this hotel but we coul d
the ghetto side of St. Louis in the black neighborhood.

So we stayed there and playedé that was the
tmelhad ever gone to East St. Louis and | got
play tenor. Boy what a wonderful sound he had and just a fantastic player. It was with

one of those, there was a band that Clark Terry and Miles and all those guys phktyed in

one point. I think there was two guys that

1
n (

HOLLY: Was he with Jimmy Forest?

TAYLOR:  No Jimmy Forest was in the band I think at the same time because |

remember there being two really outstanding tenor players when we heardBoé

this was at one of those points but | canot
territory band that was playing in the club there. [Unintelligible] I think it was.



We went to hear them because Bob and | were down there for about two avebkse

It was really weird man. We had this hugeée
| mean it is heavy and just the two of us were trying to lift this thing. And we go to this

hotel and you have got all these bellman and everybody is loakingand say well

you all got it [l augh]. So wedre struggl i ng
everything. So ultimately we got it but every time we would have to move it, it would
be just a traumati cé

Comi ng back, af tfterthe diglhwvasovet, veeidmowe baskats New dork

and that was when we opened for Billy HolidayHaliday on Broadway And we had

the same nonsense with the stagehands. We were playing at this Broadway theatre and

Billy Holiday has just been releasedigrison and has made a very successful

Carnegi e Hall return concert and everything
doesndét have a card. She doesndét a Cabaret
really punishing her for whatever reason. Meayghe was paying off enough or

something.

Anyway there seemed to be a lot of people out to get her all throughout her life in so

many ways. Anyway at this period, she had some very fine support from people who

put up the money and got a Broadway thesagtarred her, and it was a smash. | mean

people loved it. | mean there were several opening acts and everything and then she

came out and sang a long program of maybe an hour or so of just Billy Holiday singing

with Tony Scott and other people playbge hi nd her and so forth. S
were one of the opening acts and we came out and we did our little thing in front.

So when we got to the theatre, once again you have got all these burly stagehands and
everything and we wrestle this organ upaotine dolly and up a ramp and onto to the

stage and get off the dolly and place it where it has got to be and on a mobile platform

or something that they are going to move us on and off with and everything. Then my

partner Bob Wyatt unravels his wire agekerything and looks around for a plug. Then

the union comes in and says hold it. We ne
like man come on. What about the union for the stagehands that is supposed to move

things once we get it on the stage?

Soayway it was a very successful show. [ S §
recordsé | made a | ot of records that were 1
context or never released at all. That was one. However we did a lot of radio shows.

Theremust be hundreds of illegal tapes on me in various times of my career. From

Birdland we did almost nightly broadcasts. We did on 52nd Street when | was there,

once or twice a week whether it was in the Onyx Club or in the Deuces or the

Downbeat, there as somebody being broadcast from one of those clubs. And a lot of

them | was on and | have never heard anything.

I know some of themé Ti mmy Rosengrantz act u:
that there were collectors out there who were listening teatie and turning on their

wire recorder or they were taking it off on the wax recorder or whatever the mechanics

of that day.

So Dizzy from that period on, especiallyé m
one because | had such great love and affetdionim in addition to the respect | had
for him as a musician. |l remember one ti me

musicians who were just kind of laying off at that period. So he had a band that was



literally an all star band which was Leeritz and Kye Winin and JJ Johnson, Miles

Davis, Kenny Dorum, just think of the great musicians of that period and they were in

t hat band, in Dizzybés band at that moment.
It was put togetheré they were hired indivic
at Birdland one afternoon before the band o]
That afternoon we came together for the first rehearsal. Dizzy brought his book. So

everybody pulled out their parts and everything.

And Dizzyobs book rdstufinthatbodk. Sdgoys arescufflmg h a

Some of them had not done a | ot of big band
lot of big band playing. It was ragged. It sounded horrible, the ensemble. As soon as

anyone took a solo, it was magdput the ensemble was out to lunch.

So after the first rehearsal, It was so0 rag:¢
instead of calling this the Dizzy Gelipse Dt
Symphony Sid Dream Band since Sidandyouputdsh t hi ng t oget her . 0 H
okay. o So the sign was changed to Symphony
rehearsal and the evening.

So we come in that evening and the band pl a)

but the solos are great. Thecend set the same. By this time, Symphony Sid who does

a nightly show from Birdland is in. And he hears the band. They are supposed to
broadcast and everything. So he says, A Mo n t
Dream Band. 0o Ahargje theenante.e So & ended ap withoBirdtand

Dream Band.

But some of the most remarkable solos that | have ever heard in bebop were played

during that week because you have got guys sitting beside somebody that they either

want to impress or who has inflaced them. So they want to say hey here is what |

have done with your influence, check this out. This is what | am into. The solos were

just unbelievabl e. |l candot recall a big bart
got past the head of the &in

HOLLY: You had mentioned earlier about the commingling if you will of the jazz

and Latin musicians. And from my mind one of your composifiboye from Mendez

how did you adopté how did you-Cabdapt your be
rhythms?

TAYLOR: Wel |l actually Mendez wasno6t Latin. He
di sk jockey. That s one of my favorite bal.l
compositions that | like because he was a good friend. He had a jazz radio show in

Providence, Rhaglisland and he asked me to write a theme for him. And that was the

theme | wrote for him.

But in answer to your question, | worked at La Congo as | told you earlier with Walter
Footsthomas. And we had an American band. And most of the other guysharitia

had played with bands like Macheto and other bands like that. Walter Footsthomas had

done some playing in that Latin context and other guys had done that which is why they

were comfortable playing in a Latin club. But especially the Cuban antbRRiean

guys had worked in the big bands.

They had worked with some of the bands in Harlem. They lived in East Harlem and



there was a club on 110th Street just North
but it was a Latin dance club. | meamwds a place where a lot of the Latin bands

played. And man you are talking about heavy jazz in there. This was uptown Latin.

This was serious stuff. They playedé Secar
| candt thinkéeé | a nforonh ieasdniorragothér.hl éhinkkhawes Adi no
a bass player. | am not sure.

Anyway, there were so many wonderful musicians. And the thing that attracted me,

first of all you are just seduced by the rhythms. | mean the way they played their

rhythmswerejus s o organic and so wonderful that ¢t
musicians | dondét dance that well. I i ke
mean | would get out there thinking | could dance to all this stuff. | mean it was just so
rhythmicaml s o wonder ful . The bands | i ke that pl
Harlem |Iike theé | am trying to think. Thet
that featured Latin and West I ndian and st uf

other thangzz.

The Renaissance was one that | mentioned but there were two others where they had
smaller combos of more authentic, you know | am thinking of something where you
would have maybe brass and Latin and no saxophones but different combinations from
whatwe were accustomed too. But great dance music and great listening music from
my perspective. Always a good singer and doing the kinds of things that they did.

So quite often the Latin musicians wanted to hire a jazz musician because they wanted
to lean more about what he did and he in turn wanted to learn more about what they did
because you know it was catchy. It was infectious to play this music.

HOLLY: When you are making your early records at this point, could you
describe the method of how, ykoow how long did it take you to make a record?

How did the record companies approach you or did you approach them? How it was
marketed or promoted?

TAYLOR: Wel | it wasé first of all it was mar k¢
put the records out thee . If it sold, it sold. I mean i
still do that, for jazz. They donété there
well, | etds go and record him. What do you
originalandnay be the guy who is A&R might say wel |

the people know. So you would playght and Dayor something.

This has been one of the most confusing aspects of jazz for people who are not in the

field. Jazz coexisted withexcelnt pop music in the 20060s and
music, which was well written, well structured and rhythmically well organized, this is

not jazz that | am talking about, this is pop music, harmonically interesting and so forth.

The jazz of the peribwas rhythmically very interesting. Melodies were pretty good in

many cases, very infectious in most cases.
never beené there have been manQnejazz hits.
00 c | o cwhenyaunhmk 6C Jam Blueswhen you think ofTake the A Trainyou

know you can rattle off various hits for various people. | nf&zur Brotherswas hit.

It wasnodét danceabl e f darlyAumnvaspdanaegbleandb ut i t
that was a hit.



So you @an look at a lot of things that were real jazz tunes. They were not adaptations

of anything. They were out of the jazz experience and they were hits. One of the

reasons Woody Hermanods things were hits was
thereasonsehy Duke EI |l ington and Basiedbs hits was
lot and people heard these things, related to them and went out and bought the record.

Benny Goodman the same.

So Benny Goodman, and Glenn Miller and others had sustaining radie shdhey

wereé El dgin Watch was the sponsor or Campb:¢
whatever the shaving cream was, different sponsors sponsored these people. Cab

Calloway had a show. Don Redmond had a show. So these were people who were

heard on a vgrregular basis during prime time.

Right after dinner one of the shows came on the radio. | remember the Campbell

caravan came on with the Castloma Orchestra. It used to come on at 7:30 at night.

Well | was a kid. | am still up, you know so | get tahéhis. And the same with some

of the other shows. They were on early in the evening and they were great shows. |

remember hearing Louis Premer and people from 52nd Street. That was the first time |

ever heard of 52nd Street. Here is Stuff Smithlare is Fats Waller from the Yacht

Club on 52nd Street.

So that was a means of merchandising, the only means of merchandising and exploiting

jazz that was used by record companies. T h e
unless you were a star. If yatere Benny Goodman or you were a Duke Ellington or

somebody like that, then you got that. But for people like Marilyn Williams or Andy

Kirk, unless they had a hit record you didn:¢
something that the guy was sayinJelly/Jellywas a bi g hit for Ear | Hi
recall ever seeing any picture or cut out of Earl Hines standing you know in the record

shop where | went to buy my records. You know you might find his records in the bin

if you look hard enougbut you had to know what you were asking for usually.

So they did not promote jazz records in the way that they promoted singers and the way

that they promoted movies and the way that they promoted other things, which dealt

with things that were from a dérent point of view then jazz. So you would kind of

have to sell yourself.

The way you made records was to go iné ever\
you would have one mike in some cases for t1l
we are talkinghe big bands now, strategically placed. And many of the records are

very well é | mean they are good records. Wi

room and the sound. So the band itself played a little softer when somebody was
playing a solo. The Ioal did that and you heard everything in context you know when a
man stood up and took a solo. So it required musicianship more then it required
technical knowledge.

| remember when | was recording doing freelance recording for Decker records, at one

pointi saw a piece of tape on the floor. | ca
pulled it up a little bit so | was going to pull it off. | thought somebody would stumble

over that. |l was going to pull i ©®softhe Th
matter? I was just pulling up this piece of
said, AOkay. o So he got a Ilittle glue or s
| said, AWhat was that al/l abbut Reé HbRi sai d,



where Guy Lombardo sits. That s the first
This is where Guy Lombardo stands. O [ augh]
laughed but | realized that the Guy Lombardo band was one of the lBandwa s one of
Louis Armstrongbés favorite bands.

And the reason it was one of Louis Armstr on:¢
precision. He liked the arrangements. He liked the structure of what they did. It was

musical and it made sense. Hedn6t care about styl e. Il  me a
style of playing but he liked those other musical elements of it. And when Louis

Armstrong was asked about a favorite band and he said Guy Lombardo, people thought

he was putting them on. He wasisus.

HOLLY: Before we get to your trio with Ear/| I
TAYLOR: Charl i e Smith. Percy Smithté

HOLLY: Yeah give me the currenté because we |

TAYLOR: My first, really when | began to support a trio and began to get out there

with a trio, thetio was Earl May and Charlie Smith. And we worked together for a

long time. But Charlie Smith unfortunately had a drinking habit and so he had the

dubious distinction of having been hired and fired by every major pianist in jazz,

literally. Imeantheravyas hardly a pianist that you coul
Oscar Peterson, Art Tatum, Duke Ellington | mean there was no one you could mention

t hat he hadndét played with because he was s
woul d over | oo llkéeistgding to gevadrunk. &ousvauld say yeah | know

but hire him anyway. And they would put up with him as long as they could.

He ultimately kicked the habit of drinking and in the later part of his life demonstrated

what all the fuss was about becabsenas a remarkable musician, all of his career but

unfortunately his drinking got in the way.
steadily with the peopleé he would have beel
trio had he remained sober. Hewld have been the original drummer in Oscar
Petersonb6s trio had he remained sober. He

| probably had more patience with him then some of the other musicians did but when
he was with me | told you about a tune that | played c&leel Blue.When | would

play that with the trio heé | wouldnét pl ay
being played on jukeboxes and people woul d :
you play that tune. T Iheat theiCengadruminthere t une . 0

and | dondété it doesndt sound right with me.
you dondét have a Congo drum. 0 He said, fdYe:

So he took the mallet and began [music sounds] and he inventedttietteontext.

Nobody had done that before Charlie Smith. And the reason he did it because he

wanted me to play this tune. And ultimately he got a Congo drum and put that in

bet weené he would move his snare over and pl
use his hands on the Congo and do like that. It was a very creative and a very musical

player.

So when Percy first came with me, he had to do that because that was what | was doing.



Then we got [unintelligible] who came with the group so you know Peyalgdaelax

and play what he normally played.

But Charlie Smith is the drummer, if people are interested in what he looks like, he is

the drummer on the only piece of film that ¢
Parker. And you can hear him playibgbop on that. He could play all kinds of styles

but he was a good bebop player.

HOLLY: Thatdos the film where they are playi ng
TAYLOR: That 6s correct.
HOLLY: Right. And the piano player | believe is Dick Heiman.

TAYLOR: That é6s correct. And the bass player i
name? Itis Sandy Block. He was a studio musician in those days.

BROWN: Okay this is tape four of the oral history interview with Dr. Billy Taylor
on November 20, 1993.

HOLLY: | believe you were talking about members of your first trios. You talked

about your |l eft handed drummer, Charlie SmiHf
May and Percy Brice. And you were talking about how you got together with them, and

some of the recdings.

TAYLOR:  Well the first sessions that | did were actually with Charlie Smith and we

did a whole series of things on Prestes records. And Charlie was such an inspirational

pl ayer. | mean he justé the treallgmy ust swunq
favorite trio because having played with Charlie and Mengis; it was a different kind of

trio.

| mean when | played with those two, Mengis was such a virtuoso and he had such a

qguick mind as well as fast fingers. He would play a duet with mequeckly as you

can hear on some earlier records and that was fun. | mean that was challenging and it

was different from anything that | did. It made me play differently. But when Earl May

returned to the trio it was like an old shoe. | mean everythagysuch comfortable.

Earl just came to play.

He never in all the years, he worked with me for about 12 years and in all that time he

never gave less than 200 percent. He was just always the perfect accompanist. He was

a good soloist but he was alwaie tperfect accompanist.

And during the time he worked for me, he made that Prestes record with just him and
Coltrane. |l dondt know who is playing dr um:
pi anollLoveybu 0 sl tLéve Yotirack with Earl May on bass. When he

worked with me at the [Unintelligible] all these musicians heard him and loved the way

thateé | mean he just had that same quality t
and some of the earlier bass players.

But he was a moderrgyer. | mean he was not playing old bass lines. He was playing
modern |ines |ikeé he | oved Oscar Pediford :



didnoét play | i ke Oscar but he swung | i ke Os:
Oh before Mengis left the group, OscadHef or dé we recorded as a t
date when he playesionny Boynd he played some of the other things on cello.

Oscaré the first time, when we were working
night on the phone. Antdhihe. dailde p@IHeaye i $ o n
me . | said, AWhen did Charlie Christian mal
me . 0 | said, fAWhat do you mean thatdés you?:«
And | had never heard him play cello.

So | semdar @&Whou going to bring that on the
soon as | find a bass player. o So he woul d:¢

the cello in the back and he would coerce somebody into playing bass and he would run
and get a celland come out and play some.
What had happened was that Oscar was one of the greatest virtuoso soul bass players |

ever heard. I mean he was so special. He |
to play baseball. And he broke his arm playing int@¢ark playing ball with one of

the all staré you know one band was playing
he broke his arm and it neveré when it heal ¢
had had prior to breahwing that ar m. | donot

| remember when he worked with Dizzy the first time when he was working on 52nd
Street they would play the tune bebop. And | remember one occasion when he got

annoyed and put his bass down and said, fAHe)
Dizzysaid 0 Wel | hey [unintelligible].o He said
meant that. Tempo didndét bother him and he

guys had taken four or five solos then he would play one of those outstanding bass
solos.

Sore was really such an awesome player and wt
with him, and you will hear it 1 f you ever |
on that date. Not one sol o. And it wasnot
respect for Oscar. I mean Mengis had technioc

when he went on that date within his mind, | am going to swing Oscar like he swings

these other guys. And that was all he wanted to do. He wanted to play. And he did.

Sot hose kinds of trios and quartets were wha
me. And so when it came around to the trio that | made my first Town Hall Concert

with which was Earl May and Percy Brice, you know | really had an important

reference. knew what | wanted to do and | knew what | wanted to hear.

There is a tune on the Town Hall record, whi
in Town Hall but it was the first time | played in Town Hall with my group. The first
timelplayedinte Town Hal | was with Stu Smith, whic

was working on 52nd Street. But the first time | played with my own group, there was

this wonderful period where | took the bass of Earl May and the drums of Percy Brice

and if you look athie cover you will see that it is a 9 foot piano. | mean it is a huge

instrument.

Now in those days | had a different trio set up. SO Earl is down at the other end of the

piano with Percy. So the day ofé we had col
gig in Pittsburgh and | had programmedé we |
to play? So | had sentin a program. And on this program was a piece that | had written



for my wife. It said it wa3heodora.The only probl em wecs. | hadno
So it was on the program. So the afternoon of the concert | actually ran her out of the

house and my son and said, fiYou know take hi
|l have got something to do. o S thingsahdd went o1
wrote Theodora. And we premiered that night. | introduced the piece. The only thing

is, we didndét have time to rehearse it. So
what | am playing.

Now Theodorahas some strange changesinit. &a&lé hi s ear and his knc
having worked with me so long and everything is just so phenomenal. You would not

know that that part wasndét written for him.
can see from the pictubasbeptaykednaéandéeeéop!
shoul der and see what bass notes youdre pl a)
hear it.

So for me thatés one of the most exciting a:
that | use it as a theme when | veadisc jockey. It used to be my inside theme. | had a
themecalled t 6s a Gr and Bsagdpenindg tkeméh&wdoraasdghe n g

inside theme andJnintelligible] as my closing theme. So you know these are
compositions whi cthélikebecause teey are nteaningfubto mevah i

a player and a writer.

So Earl just brought such musicality to the trio. In that same record when you listen to

Percy Brice, the solo he takesidaw High the Moorand some of the things he does in
accompanirant, | mean this guy was so musical. | mean he really was the next step

from Charlie for me. He didé he is still at
hasnét had the opportunity to play in that ¢
worked a longime with Harry Bellefonte and he has done a lot of very outstanding

things but in those days he was able to concentrate on the kind of jazz that we played on

that particular record.

We influenced a lot of trios. | mean almost all of the trios that weaed around New

York was in some ways influenced by my tri o:
| had the most visible trio. | mean | was on the air playing on these broadcasts. | was

playing in the Birdland and playing in the Downbeat, which masctubs to play. So

you know a lot of folks were influenced by that. They would say well | want to do that.

One of the things that | wused to do because
was to play very high treble on the piano. Andlusedito a | ot é it wasnodt |
it was in my own style but it was way up because | was trying to get out of the way of

the guitarist. | wanted to hear those chords and | was trying to stay in another range.

When | began to play with the trio I still ustdht for a long time so you hear a lot of

that in my early work as opposed to what you hear now which is using the piano in a

little different way.

|l tds always interesting to me to go back anc
and how much of thosencepts | still retain in my work. It kind of validates it for me

to say well here is something | thought of, some time, some years ago and not a lot of

people were doing it when | first did it but now not only do I do it but a lot of other

folks seem tdind those devices useful.

HOLLY: Did you find working with Prestege any better than the other previous



record labels or was it pretty much business as usual?

TAYLOR:  No, Prestege was the first label that | worked with where | was allowed

to play what wanted to. As a matter of fact the first record that | made for Prestege |

talked with the engineer and Bob Weinstein who was the guy who owned the company

had only recorded Lenny Testrano prior to tI
onlLenny.I had heard Lenny play and | said, AYou

gets a deeperé itodés another sound that he g:¢
| said, AWhere are we going to record?o An (
optometristoverinJersepyal he has got this studio and t h:
because itdosé | think itds the best studi o :
hi m. o So | said, AWell whatds his name?0 I
So | go over t oordearding @ng | toek santkifuaintgliigiblepand t

some Tatum records. And we sat and tal ked :

know | can hear from just the one record that | have heard that you have good ears but |

hear the piano perhaps a littléferent because | play the instrument.

And he had a small [Unintelligible] one of the small [Unintelligible] in his studio so you
couldnét really get the depth that you can
beautiful sound, better than most of tkeords that you were hearing in those days

because they were making them on pianos sometimes that were out of tune. Even the

one that | had recorded on first over in the studios of WR which is where we did the

Savoy thing, it wadsnodat Bbebeunt wetl |waksenpbtt éa nidt iht:
good as Rudy Vangelder made those pianos sound.

So we went overé we |istened to these thing:
certain things and that became the Rudy Vangelder sound. So the piano sougdtthat |

oné that he got on me, on these first recor (
sound. And what is interesting to me when other pianist who sounded quite different

from me in person, would go and record for him and they would get the s@irdytt

because that was the sound that was in his ear.

But what that did was to really make him hear the instrument especially in the context

of his studio, his piano in his studio. He really had that very well defined.

HOLLY: So Prestegeéd ersdietger gtaivreg you mor e of a

TAYLOR: More of a creativeé they gave me the
those earlier things, which | think, are among my best records, the early records.

HOLLY: So | think if | understand the chronology,Bily Tayl or 6s vol umes
and two were your first two records?

TAYLOR:  Yes. And they were originally made as singles. They were not made as
albums. They were put out as, you know, just three or four minute records. If it was a
longrecorditwastwosels of a record as oppose toé they

HOLLY: One of the records that was reissued i
corporation, wasilly Taylor with Candito.Did you work with him when you were



working with Dizzy, because | know the Catadivas kind of brought out there by
Dizzy or did you bring him out and introduce him to Dizzy? How did that work?

TAYLOR: No. When | was working at Downbeat | was playing a lot of Latin music

because | loved it and | had a lot of it in my repertoired Aou know these are the

things that Charlie Smith was playing and later Percy Brice was playing on the Congo

drum and on the regular drums.

Dizzy Gill espie came in one night and said,

I sai d, Al KHetsai dy ufinthe rn ot |l i ke this. o Anc
Candito. And Candito sat in and played with the two of us. | had put Charlie Smith

through this back in the years when we went to Haiti. He was in that group that went to

Haiti with me. | had ppgrammed on our concert there a drum duel if you will between
Charlie Smith and Titoro. I didnodot realize
was a serious challenge to the major drummer of Haiti, for a foreign drummer to come

and play. So he thw the book at Charlie.

So Charlie having survived that, | mean was ready for Candito or anybody else. | mean

he had his thing together. So when Candito came in he was just comfortable. He just

said go ahead and shoot your best shot. Soasaresaltst one of the most é
|l ot of the Latin guys to come in. |l mean e\
ultimately hired Candito to you know play with his group. And a lot of other people

came in to listen because it was very exciting to hear.

Candib was the first one that | ever heard to play three Congo drums at the same time.

And sometimes he would play the three Congo drums and bongos in between and then

he would be playing all of this stuff. | mean he was just remarkable virtuoso of the

hand dum concepts.

So during this period we worked together fol

to |leave theé as a matter of fact Monty Kay
very prestigious job even though we were just working in the louhgmid two times
the money | was making at Montyds pl ace. S

exposure and meeting a lot of other people in a very swanky hotel type place. But there
was no room for the Congo.

So he stayed on and headed his gnoup and did other things at the Downbeat. We
stayed in the Copa about three months then | went on the road. My first job on the road,
| went out to Detroit. And this was funny. At that time though he had been here quite a
whil e he s tHEnglish velyiwdlin And mysSpaniahkis terrible. | mean |

understand it a Ilittle bit but | donét speal
So we were driving everywhere. So he was riding with me. And we drove from New
York to Detroit. We | a wchinetd!| havé nevethadeso way f r «

much fun on a long drive as | did with Candito. He was not only a wonderful human

being. He is a funny guy. He was seeing this part of America for the first time and he

was commenting on ever ynamndhe wogldtrytomakedmed ndt un ¢
t

understandé it was just a really terrific
We got out there and the people loved it. It was very good. So when we came back, we
made a record. It was really a very exciti:
have got to record with this guy. It i s spe

records | ever made.



HOLLY: Before we get to ABC Paramount | want to kind of talk about something
that | think was very pivotal because | think we are near the ye&r 195

What did the death of Charlie Parker do to kind of change the whole scene and how did
it affect you personally?

TAYLOR: |t wasno6t apparent that his death was
| mean obviously you miss someone who is importaettoe r ybody 6s devel opec
the major figure, only musician with the nightclub named after him and all that sort of

stuff.

Charlie Parker, his passing |l efté gave more
musi c was about a nwhs awbigeohflect bbtveeensbabepeand cbok r e

And right around that time, Stan Kentin was coming forth and Dave Bluebeck was

coming forth with what was called progressive jazz. So there was a lot of confusion in

what was being printed about the music.

So hose of us who were looking at the family lineage of jazz were thinking we really

have to cautify this music and put it into perspective for ourselves you know before you

know we can put it into perspective for anybody else. Art [Unintelligible] andad lot

people were very, very conscious of this.

Dizzy felt the loss perhaps more than anyone, having been that close to Charlie and you

know just feeling that he would be there and then all of a sudden he is not there. What

do you do? That really made Dyzkegin to focus both on his compositions and his

structure of his groups in a way. | noticed it when | would encounter him in the places

where we worked opposite of one another with one another on a concert or whatever. |

noticed another kind of seriausss if you will.

Dizzy had always been a clown. At his most serious moments he would do something

funny. But at this one moment he seemed to be trying to get all of this in hand and

make sure that he was clear. And he was. Clifford Brown was onghe.sénd

Clifford Brown was making a whole lot of folks stand up, Dizzy included stand up and

take notice because he had taken that to another level. He had taken that bebop concept
another level. And he and Max were doing some things.

Soyounowhave Uni nt el |l i gi ble] who isé | eft a big
Dorum who is still around. You have the [Unintelligible] who has never given the kind

of credit that he should give for the things that he did with Bird. So Dizzy and Howard

and some ther people, Kenny who had been close to Bird, Red Rodney who had been
close to Bird and other people seemed to be
anchor so we better kind of get all of this together.

People began to rally around Monk a little mthren at that point and began to look at

what he was doing in a different way then t|
sure that that was related, it was just that for whatever reason people began to say oh

yeah Monk is doing his thing. Because Monh ad al ready recordedé r ¢

recorded for [Unintelligible] already. He |
wasno6t The Monk yet. It was coming.
So it was beginning toé some things were beq

and somether things were still forth coming.



HOLLY: What led you to ABC Paramount at this time?

TAYLOR: Actwually 1 | eft Prestege and went wit!
was impressed by [Unintelligible] because | thought that they had a better

merchandsngé t hey had run a magazine and they s
the stamp, the theolonious Monk stamp had come about. So I thought these guys know

how to promote jazz. | mean they have got Time Magazine. Let me check on them.

They were right araud the corner from Prestege records, their office.

So | went around and | had met Oron because | was interested in the magazine that they

had which talked about the traditional jazz and a lot of stuff, he and Bill Grower. So we

struck up a relationshipl. just made a decision. | think | will go over and try these guys

for a whil e. So when | went over, he asked
one of the things | would |ike to do i s, [
musiciansisla n k We s s . But I donot want toé Frank

and somebody out at Savoy and don4e some r e:
want to emulate that record.

|l said, AWhy dondt we do f our |couldhaarghe . I wi |
sound. I | ove the woodwind sound of flutes.
rhythm section. | used a bass player that not too many people knew in those days, a

young man named Tommy Williams. He is actually the one that | wWowte for the

Willfa Four. | wrote it for him to play.

We had worked together at Tommy and oh myé

HOLLY: Shadow Wilson?

TAYLOR:  The pianist who played the wonderful introductioit@ o dy and Soul O
with Coleman Hawkins. Thiswasahugeguyandlamga t o t hink of wever

name as soon as | get off mike. |l candét t hi
into the composer when | worked there. So |
He has got Tommy Williams and this other gentlamdno is a wonderful drummer. |

still candét think of the piano player 6s namé
So the drummer 6sé thank you very muché the
think of the pianistds name short | yty Very

and a huge guy but played with a very delicate and a very swinging style. He played
boogie woogie. He played all the old styles and it was really one of the best of the pre

bop players. | mean his styl eé bhwaysnever r e:
was a two handed excellent Tatumisk pianist.
So he had Ben Reilly and Tommy Williams. Al

for this record date because of his facility. 1 knew he could play this style. | used
several flutes to get the founufe sound | had to go through Jerome Richardson and
Herby Man and Frank Wess and several other guys to complete the dates. We did two
or three dates something like that.

It was very exciting for me because my concept was to use the flutes and to have this
Latin rhythm going while we did it. It just kind of set up everything whether | wrote for
them in unison or whether | wrote them in harmony and they would play a little tooty
passage here and there, it just worked. So the material that | picked waslkspe



tailored for this combination.

About | would say two months later, two months after the record came out, | got a call

from Quincy Jones to make a commercial with him. And the commercial was for some
chocol at e. | candt mkesme Heems hwlydts tchecoh ad @l
like that. So he had me on the record date and there were eight flutes. There were eight

flutes going all the way from piccolo down to the bass flute. And it was a wonderful

sound. |l said, ANoOow yow tell me. t hWisy beif dr
record?o He | aughed. He said, AThatoés why
you liked to play in this context.

But man he had scored somethingé | wisheé one
anddothatmateral wi th that combination because it

wonderful commercial. Whatever the syrup was or whatever the chocolate was, it sold
a whole lot of chocolate you can believe that.

HOLLY: One of my favorite tracks on this Billy Tayloritw Four Flutes record
was a composition that | have never heard from Mary Lou Williams Cubano. Has she
ever recorded that oreée

TAYLOR: | donot know if she recorded it but s
worked opposite of one another on many occasgtri3pwnbeat, at the Composer and
at several é at Caf® Society and even earl i et

around her or to work opposite of her was a welcomed opportunity. And you know we

were friends from early days right up until sheged away. So | knew that tune. | had

heard her do that a lot. And actually it is nothing but a base line. There is no melody.

It i s just a bass I|ine. So | got her to wri
did with it.

Because every chamd got to play her things I tried to include one of them. | had and

still have great respect for her.

HOLLY: When you were recording with Riverside | think this is a significant
point; the whole concept of stereo came into being. What was that like/2did it
change recording?

TAYLOR: Wel |l on this particular record it hurt
he was just learning. He was getting on the job training. The thing was so hot that
sometimes it would pop r i gneénbechusedheychte need]|
the record so hot. So it didndot do what | |
other records for them but that record for
would do.

| hope they reissue it because there is aflgood stuff on the album.

HOLLY: Definitely. The next record you recorded for Riverside iy Taylor
Uptown.
TAYLOR: Yeah, that wasé there was a man who u:

Composer and hear my group al Whowéntedtoi me. Al



bring to Harlem the same ambiance that he f
know itbdés ridiculous that we dondét have a cl
i s. o0 He said, dWell |l am going to open one

So heopenedonebutonf t unately his choice of placesé
because he opened it right under the subway at Broadway and 125th Street. Right now
there is a Kentucky Fried Chicken on the cot
something else on the ec@r and then the club, the Prelude, was just the next door

down. Then there was a Chinese restaurant. It was a very nice little neighborhood

there. And it was a very nice club. The club was well appointed.

It lasted for about two years. He was rightwas a good location and he got people

from Columbia University and he got a different kind of crowd from what one would

expect at a Harlem club. But it was at a time when people were really going to the

center of Harlem and those people rarelycameerov t 0 t heé t hey came in
opposed to the subway in most cases. So they may not have even known the club was
there. They didndét advertise to a big extel
HOLLY: You made another and probably your last recoding for Riverside,

Warming Up.

TAYLOR: Actually twoé what hapPPr€anedd was | mad:¢
Riverside put it out. SAC was an interesting group. They recorded Duke Ellington,

they recorded Woody Herman and a whole | ot ¢
Windin recorded for them. Andthe ar e a publ i shing company as

si mi | -8ACéassi@ilartoASCAP, which does t h@Pamme t hi ncgc
VMI do on another level.

They started off doing it in Europe and thet
was in directompetition with ASCAP. So if you notice most of the songs that are

written there are written by someone name Tc¢

HOLLY: Going to your work with ABC Paramount, you were talking off mike
about your satisfaction with an alburalled Evergreens.Tell us about that.

TAYLOR:  The first record | ever made for ABC Paramount when | started talking

to Creed Taylor who | had known from his work at smaller labels earlier. And he had

done some really significant things. |thoughthewaa br i ght guy and | s:
going to be interesting to work with this gi
just starting with ABC Paramount so you know he was looking to make a name for

himself.

So he said, daWell | elt 6ssa iddo, sfioLmekteh iwnhga td?i of f eH e
|l i ke to take some familiar tunes, some real/l
| said, ASounds good to me. That s what |
tunes. 0 | saidcaiWhat 200 WHeuswadt fHiwwedl | c .
to do with perennial. Why dono6ét we call it
So in that context | came up with the pieces that | am delighted to say are still with us.

People are still recordinghen |1 6 | | b eor Cheek ® Cheakid some af the

ot h eAl the Things You Argrou know some pieces that are written by some of the



best composers of popular music in the American history. And they are really well
structured pieces of music.

HOLLY: Now workingé at this point you have w
producers. You have worked with peopleé Or ¢
was it like working with Creed Taylor as opposed to Oren as oppose to the other people

you worked with?

TAYLOR: Creed Tayl or was moreé he had more def

of guy that would in those days that | thinl
him do more of that now. He would get an idea from what he heard me do and say,
AGee | tdhoiinmnkg Bihlilsy woul d be a novel way to p

to do it so that it would be inspirational to me rather than a handicap. | mean if it was
going to turn out to be a drag he didnét wal

For instance on thRhitsdeheadit@dd@&t htoevl mameg Wil
many up tempo or how to play or whether to give any solos. He just said pick these

tunes and do your thing on it. And that ds \
pick these tunes and say this is the Billy [bayersion of these things. So that was

very helpful.

When we did a live album, which was one of the next albums we did, it was because he

had heard me speak so often about what a joy it was to play at the London House and

how this was a great piano roorfihe guys had taken the idea of the Ambers, which

was the premier piano room in those days for jazz and they had taken it a step further. |

said this is a better room then the Ambers because people listen and they come and the

food is good and they réglpay attention to what you are doing.

The record, there, we tried to capture some of that ambience but unfortunately for me

the people that he hired to do this were not as experienced doing live recordings as |

would have hoped. One is a piece on tlwatkedMidnight Piano. And the first take of

that piece was so electric and so exciting that | stopped the set in the middle of the set

and said, fiHey | et me hear that.o I was goi
| want to repeat that fgrou. | really liked that.

What had happened and he didnét stop me, wa:
had kicked the plug and so they had recorded right up to the middle of the piano solo.

They didnét get the basSso sal aviast heryatd ikd médt o¢
they we had a couple of other takes which were really excellent takes but somebody

dropped a whole bunch of dishes. | mean everything that could go wrong in a live

performance seemed to have gone wrong on that date. Bubeven i t 6 s a record
like. It came off very well. | especially like the ballads on it.

HOLLY: This | eads me to proudly, i rememb e
for you with Quincy Jones.

TAYLOR:  Well this was an idea. The shoMy Fair Ladyhad been opened for

about a year, or maybe six or right mont hs.
they were going to celebrate theire i f it reé
celebration with Rex Harri s thapeaplethatal I the p:¢



starred in it.

He said, AHow would you |ike to record somet
that ?0 | said, AMan, Andre [ Unintelligible]
was aware of that r ec oanhandLeloy[Bmanieligbblelhle has g«
said, AThatds a hell of a record. I donodot
good. |l i ke the music. Let s do somet hi nq
to do?0 I sai d, A haebeehdding somenatherovérk mi ne i s é
toget her . He i s someone | would I|Iike to re:¢
So | introduced him to Quincy Jones and heé
writing stuff for Mercury Records and he is trying to get fsom the hole that his

European trip had put him in. So he i1s doi i
del i ghted. I mean this was going to be fun
asked me, AWhat kind offWalnld Idowgywlud wlaink € 0s ¢

that is sort of like the Miles Davis birth of the cool band because you know you have

got enough there that it is sparse and you have got some room for the piano to kind of

get in and out.

It is a big band, a relatively big bad . |l tds a | arge ensemble but
what | am trying to say. Itis a large ensemble. So you can do things, which use nice

chords and everything without being bombastic. It just seems to me that would fit this.

So he put tlecteaall theemusiciahseon there. He put together all of those

wonderful charts on there and purposely left some of them kind of loose so that we

could just fool around with them and do them in the studio.

One of the thingsé emhamaahit. Ofhe Raingn Spanyas hi nk of t
just a minimal arrangement. | mean most of that was done right in the studio. The

things that were arranged very carefully are obvious on there. One in particular which |

like is theStreet Where you Livand theother is the ballad,Have Grown Accustomed

to Your Face.The piano thing that | play in the beginning, he wrote that. So that is

Quincy. He heard that in my playing. | said okay. So | like that.

And he did |Iittl e t hi ntlgesvholegaolut kerwowd writhh e wo u |l ¢
a little thing and say this sounds like you and it would be a kickoff for me to go

somewhere else. That was nice. Working with Quincy was one of the great

experiences for me because not only is he extremely creatwarfist but he applies

that same creativity in his writing. So he leaves a space or he wants you to change that
around. I f this is something that vyou feel
|l etd0s see what happens.

So there was a lot of thgoing on, on the record. So the record, the people on the date
contributed a lot. And Gerry Mulligan was just hanging around. | mean he came

because he |ikedé you know as a friend of ol
just came to hang out wittsu And so he sat in the record studio and I think the

baritone player had to | eave or something.
result he is on the record. He doesndt ever
HOLLY: Atthatpoi nt, we are in the mid 5006s, aft:

and although you have been recording for other labels, did you ever wonder why you
had to go from label to label? You know at that point Miles was starting his long
association with Columhi Some artists had long associations with other labels. Why



would a person with your talent and your knowledge of music at that point, you also
had the respect of musicians, why was it that way for you to go from label to label to
label even fromtherdi 5006 s ?

TAYLOR: It was difficult in those days for people to conceive of a piano leader in
the context of making a lot of money. If you were Dave Ruebeck and you broke
through with a hot record okay. If you were Earl Garner and you broke through with a
hot record, okay. But you have to realize that those were two out of hundreds of
musicians who were making records in those days, playing piano, piano leaders. Hank
Jones, Eddie Haywood who had had hits, Mary Lou Williams, [Unintelligible], Art
Tatum whonever had a hit, in his whole career. Teddy Wilson never had a hit.

Many great artists never had a hit in the record sense and they were penalized for that.
Their recording history shows that they recorded things, if they were lucky as Art
Tatum was tdind a Norman Grantz or as Teddy was earlier in his career to find a John
Hammond or to be found by John Hammond. If they were that lucky then they had
some representative stuff out.

But look what happened when Teddy Wilson with his name, with his talehthis
influence, was no longer under the guidance and/or shepherding of John Hammond.
Those opportunities didndét seem to be avail:
with Joe Jones and doing all these European things playing beautifully, prabatxy

as he ever played in his |ife as the | eader
gigs.

So | didnét find it strange that | had to gt
Record companies just di dméddtwlo musiciansvithmat t o d

my entire life and | have said this on many occasions but the only two musicians | have

ever envied and | envied them both for the same reason, were Earl Garner and Bill

Evans. And both of those guys had managers who saw to théyatever in the length

of their career, their entire career, had nothing to worry about but is the piano in tune or

do | feel like playing. None of the other stuff was of their concern because someone

else was taking care of that and taking care o&lt.w

That is something that didndét happen for Di:
that extent.

HOLLY: Do you think it happened for a [Unintelligible] Jamal?

TAYLOR: No. Itdid not. [Unintelligible] Jamal should be one of the people who is
recoquized according to his influence. | mean he is one of the most influential pianist

of the 506s or that particular period in hi:
continued on the same | evel i's because he hé
[ Unintelligible] Jamal was manufactured. I
this with respect because what theé man t hat

brothers, what was his name? It was a Chicago group. Anyway, they recaded th

great blues and gospel peopl e. They were ot
were on the Southside.

They, with their rhythm and blues connections and all of the connections they had with

the network of African American disk jockeys with [Unintgible] and whole bunch of



other stuff that was going on in those days, they could guarantee play. They could

guarantee a certain amount of play all over the country.

When they decided to go into jazz, they recognized the fact that here was a musician

who had a wonderful ability to communicate something very special without words. |

mean he could sit at the pianoé they were at
recognized the pianist as a leader and promoted and merchandized him as such.

They took those in peon records, got them on all of the radio shows and made him a

name. | mean [Unintelligible] Jamal came to New York playing very much like Earl

Garner. He played at the Ambers and played in other places and went back to Chicago

having heard what was g on in New York and regrouped and reorganized his ideas

and said no | have got to get Garneré | meat
that regard and do my thing as a unique individual.
And he did. He f or med t htehadfarmed & eadidrbuy oué he

he presented those ideas in Chicago at the Persian and other clubs. And he was so
popular that he filled those rooms all the time and the Chess Brothers as a Chicago
operation, recognized this, captured it on record, merchedidi and he has been a

major figure in the music ever since.

Understand that the reason Miles was influenced by him was because he heard him. He

didndét hear a | ot of people that he coul d h:
could have been inflileed by say Carl Perkins who was playing a very interesting kind
of funky playing on the West Coast. He di di

probably heard him, he was into other things.

But he did hear Ahmed an dsouncgthahhe detsbreten é wi t h
instrument, with the use of space and all the creativity and originality that he had, it was

a natural. But he had to be heard. It had to be presented. It had to be presented

consistently and all over the place, as you prorantghing else in this country. The

Chess brothers did that.

[Unintelligible] Jamal moved on from Chess and Ramsey Lewis was playing very much

a cross between what | was doing with my trio and John Lewis was doing with the

Modern jazz Quartet. His firsecord was th&entleman of Jazand it was very much

in the spirit of what John Lewis and | were doing.

They promoted him through the same network. Ramsey being smart enough to realize

that these are the clubs he is playing now, developed his own thimg ¢ontext of the

places where he was playing. So the in crowd and all these things were the natural

result of his playing to the audience that was hiring him. Given his generation, dancing

to Motown and doing these other things, he brought his ctdigsariented style into

that kind of focus.

But once again these areé this is the one c
the pianist as a | eader in that regard, in
Everybody else threw all the piano players up against the wall hoever stuck was

the guy they ran with. You know, who ever made it on his own or her own were the

guys that they did. And it really was frustrating. You would come up with a gimmick

as Concord has where you do all these things at [Unintelligible].

Therewer e some wonder f ul pl ayer s, good pl ayers
very much to those individual artists to be presented in that context. The only thing it

means to them is that here is an opportunity to be heard because someone who might



not look twice at pianist A, will hear pianist A in the context of the [Unintelligible]
concerts and say he must be good because he is on here. That was a good way of

mer chandi zi ng. But those things dondt come
HOLLY: Do you think also youknowledge of the business may have prevented

youé made other people gun shy in dealing wi
TAYLOR: Yeah. It became very apparent, very ¢
do, and | donoé6t say this to putwagofybody dowit
handling musicians, which | didndét see eye t
love what they did with Hart Silver and Herbie Hancock and many other pianists who

played for them. But they didnoofthedo very mi

other pianists that they could have done with at that time.
HOLLY: Walter Davis?

TAYLOR:  Walter Davis | mean, thank you. Walter Davis and who else? There was
another pianist that they recorded asé Har sl
with merchandizing, given the strength of the label at that time could have gone much

further and could have done much more then they were able to do. But Bluenote just

put the records out.

Symphony Sid and the other good jazz disc jockeys around the cplayed them

because they were Bluenote records and they were good. Duke Pierson coming along

with the big band. | mean a lot of stuff should have happened with that big band. It

was a great big band.

Many things that they could have done in termpromotion and merchandizing were

not done because that wasno6t the way they di
or the Roost or any of those labels.

So that wasnété you put the record out if it
you migh put a single out from the record if it looks like it is getting a lot of play or can
get a | ot of play. But it wasndét the merch:

plays all these kind of clubs. This is his audience. How do we reach thencaRl

How do we present him?

| mean | got a lot of publicity from that. | was on the cover of Downbeat. | was the

first person that won the critics award. None of this was exploited by any record

company that | worked with. None. | mean that wastweet. Half of the critics that

vote on theé critics now dondt even know t h;
them nor should it be necessarily.

And to back up to my own feeling of that pet
want tobe as popular as the next guy. | want people to like my work. | want to get as

much exposure as the next guy but | was interested in doing what | did well.

In those days once | was able to sustain a trio, | could fill a few seats in the house. |
meanlcoul d get a job at Baker6s Keyboard Loung¢
wel | for them. I could play the Bluenote i
| was on. | mean | could play those clubs. | could spend three or four months in th

Hi ckory House. |l could do these things. S



company or somebody el sebés whim to do. Let
and do my own thing.

So it worked for me. Since | was really an outsider, Imédamalv e al ways beené e
when | was house pianist in Birdland | was not an insider.

HOLLY: Why were you an outside?

TAYLOR: By <choi ce. |l wasndt a junkie. I di di
the guys did. | had just had my first child, my sorswarn while | was at Birdland and

| had another agenda. | mean | wanted to spend some time with my family. | wanted to

enjoy that aspect of my life as well as concentrate on playing. And it was hard because

| had to spend a lot of time away from my fgm

My wife tellsé she is always telling my dau(
them of when they were small, some of my nieces and nephews. | was working at
Birdl and and we hadé her sisters had chil dr ¢

two gsters. So they had children before we did. My nieces and nephews are a little
older than my children. So we would all go to the beach on Sunday. Well Sunday | am
working, well Sunday night. So we would go to the beach at 10:00 or 11:00 a.m. in the
morning and hang out all day on the beach and then around 4:00 or 5:00 p.m. | have to
start packing up and getting back and get something to eat and clean up and go to work

at 9:00 p.m.
Everybody el se is out. Ev er yhawnd ygoa!l se i s | i
day at the beach. But | have to get up and

something that | enjoyed doing. It was an important part of my life. But it was

different from many other guys who would hang out all night and gjeetafter hour

places | had done when | was younger and before | got married.

And | must confess that even in those days | would do that too but | still felt a

responsibility of family and felt like doing these other things.

The idea of being able to coatmy own destiny was the one that got me in a lot of

trouble throughout my entire career because | was not averse to speaking to the guys

that owned the clubs and other people in ways that they were not accustomed to being

spoken to.

And it was not with tsrespect it was just that | thought | deserved a certain amount of

respect too. When | would play in a club like the Ambers, | would criticize Ralph

Wat ki ns. I would say, AThe club is nice but
isjustalittlec | os et . When | play the London House,
He has got an office upstairs. It is comfortable. We have got a radio and some records

and they send up coffee and we can relax. You can then in between shows relax and get

redy for the next show. Here, you know | am
on stage wuntil 4: 00 a. m. Il tés okay | can d«
He would say, fAYeah, yeah, vyeah. o They don¢
pianoman. bnét t el | me how to run my <c¢l ub. Bec a
always get some of the opportunities that the other guys that were not so outspoken got.

Then too, they didnét feel, a | ot of guys di

kind of things that they offered other guys. | mean | demanded a certain kind of money.
I asked for a Steinway piano. And i n some



Steinway piano | would sayé in one case for
AMori séeéo they had a Steinway but it had beer
Gaylord, | was working with Slim Gaylord who used to work with a big tall zombie

glass of coca cola.

And | knew that one night that thing was going to go right into the pianould

constantly be moving it and he would move b:
was a huge guy and he moved with big motions. His arms were long and everything.

So sure enough one night right into the piano it went. Well it ruined the soundifoard

the piano. The coke with all that sugar and all that stuff, and ice and everything. So |

told Morri s, | said, ALook the piano has bec:
time to get a new piano. 0 Sogkée?9ai &p @i Wel |
said, ASteinway. o0 He said, AWell thatds vert
We had a |l ong conversation about it. Il sai (
AYou know you have got toé what Kkind of <car
Cadil leacs?ad d ,H iSometi mes. 0O | said, AYou are
right?0o He said, AOf course. o0 So | said, i

for four or five years and then you want to sell it as a second hand car as oppose to an
Oldsmobile or a Chevy or something like that you can get much closer to your

investment right?0o He said, fAYeah sure, it
| said, AThatds my point. This is a Steinw:
because this beat up instrumentthat u have goté we are going to
because Iitdéds a Steinway. Now i f you will yq
want to go, you can go with me. 0 So he sai

Steinway. o0

So he went over to the SteinwaglHwith me and | had set this up with a friend of mine

there. | said, fALook | want two of theé anct
but you know you guys get pianos in trades and so | want a couple of those because |

want to play that for himirfst.

So this guy gave me some really awful pi ano:
uprights. One was an upright and one was a grand. So | played the upright and said,

AThis i s another kind of piano. ah want you
upright and even this grand sounds better t

him. Then | went to the Steinway and the Steinway was gorgeous man. | mean you

dondédt have to be a musician. | t iGesgladsi ke t he
and hitting the side of a table. There is that much difference.

So he said, AYeah it does sound better. o I
though it might not sound this good when you trade it in, we will talk to the salesman.

Hewi | | tell you what you can do. o Because t

mean second hand cars. You know what a second hand car goes for. They will tell you

what a second hand piano goes for.

So he bought it. And from that point on we haateity good piano to play. But over

the years it really got beaten up as any pi
people playing on it every night.

HOLLY: Coming back to the period I am talkini
only were there musat changes but there were changes in society. You had the Emma



Till incident in Mississippi. You had Rosa Parks in Montgomery and then in 1957 you

had Brown vs. the Board of Educationé 1954,
part question. What wefldack audiences like with jazz and what was your motivation

for writing an article about what you felt about Negroes at that time, knowing about the

music?

TAYLOR: | was very concerned because none of
getting towardstheendo t he 506s jazz had moved downtow
for most people of color to go to anyplace downtown and enjoy themselves and not be
embarrassed as they had been in earlier years, in some places downtown.

52nd Street and the jazz placeswereiOsss i n many pl aces because t
never knew if you were black if you were going to be embarrassed by going into some

very swank place and you know have somebody just keep you waiting or just do

something that made it obvious that you were not evetxd there. The would not say

you can not come in here because | egally thi
of ways to embarrass you.
So if you were going out with a date you di

taking my wife oveto Jersey over to an amusement park. And we had ridden on all the
rides and had all the fun and everything and we were on the way out and they were

pl aying some nice musi c. When we came in t|
when | was going out, was late in the evening, the band was playing some jazz. We
said hey |l etds go in there and dance.

So | started in and the guy told me | had to be a member. This was a public amusement
park. So | asked him where do | get a membership? He told méhever So | go

over to this building that he pointed out and you know obviously he was just sending

me away. So | go back and now | am furious. | have spent what little money | have
entertaining my date and you know this guy is going to give me aihaed t

Well | am not a violent guy but | really was prepared to take him on. This is the

bouncer type. So luckily for me my wife pr
But | am furious. And she said, #@®No never 1
was one of the rare occasions that | was | u:¢
southern and | am used toé | expect that. l
money, | barely got enough money to go home in your establishment and gmingye

to say | am not worthy of coming in and dan:c¢
upset.

That was the climate as far as too many black people were concerned with too many
things that we did. And in jazz one of the things that had happened jezthaad

moved to 52nd Street, to the village, to places outside of the Harlems of the United
States, outside of the inner cities. So you know had a white audience. Most of my

audience as of 1951 or 0652 was basically whi
Now for little clubs like theddownbeat was very mixed. The Copa was not, that was
basically white. The London House was basi
Keyboard Lounge was basically white. I n CI «
all ey, | candt etplhce bukthabwas biadically whiatem®o mwdt of thén

pl aces | was playingé | was not playing for

| was very conscious of this because every time | would go to Cleveland or Detroit or



somewhere, | would go to the area where their clubr®, the Bluebird or some of the
other clubs in the area, the black communities and listened and see what they were
listening too. And usually except for the Bluebird, they were listening to rhythm and
blues.

This bothered me. ulhawmesaypmegj whyédbnbdt epmo:
Harl em has jazz and R&B and everything el se.
assume that it was because they didndét hear
hearing it on records. There was a whole generafipeaple that had been born in the

406s and early 506sé were born in the 406s
wer endt aware of this music or to the extent
|l reallyé | am an acti vi st somethingabsuimét hi ng b«

may or may not be effective but in this case, | wrote some articles. | started off by
writiNegé oes dondét know anyt hdaidtheseablackut | az z
newspapers should be writiingh mdreey ashtaudtl idto n:
Black magazines should be doing more. Black radio should be doing more. And I tried

to say | am criticizing you because | think these are some things, which is possible for

you to do which you are not doing.

HOLLY: Now having saidhll that and written all that, what was the response from
the black community?

TAYLOR: It was varied. Some people said you are right. Some other people said

you are all wet, | mean we are doing that already. There were a whole lot of people that
weredef ensi ve especially people on the radio.
blacklisted by a lot of black disc jockeys because | was knocking what they were

pl aying. And they said, AYou know | | ove |
jazz. o

Solwoul d go to places where | had gone befor e
couple of radio stations that had played me before, one of the disc jockeys, told me he

di dndédt have time for me this time. I am in
Dddy OO6Daily were very friendly and they in;
really took exception to that. They said dr¢
And | wasnot. |l was just saying | think yol

very guythave time tbi ntepwhose name escapes me at the moment, used to

put oné he wultimately went back to jazz and
things with Sunny Stiff and the duo that t he
HOLLY: Jean Ambers.

TAYL OR: Yeah Jean Ambers. So that was one of the things he did, not because |

said do it but because it was feasible for him to do it at that moment in time. But this

ti me when | came back to the London Houseé
because ofiim at one point after | had written this, | started working. | got concerned

about not playing for a black audience. | went to work at a black club. | blew my

opportunity to work at the London House because they were in direct competition. | am

trying to think of the name of this club. It was on the Southside. It will come to me in a



minute.

It was | i ke working in Harl em. |l mean this
We would play in the middle of a bar and the guy who was the manager dtith
called himself the wiggler for reasons, whi

knew | was uptown. And the whole idea of being in a place where people were so into
the music, | mean they responded to every nuance of th4e music. Diana \iéeshing

came in and all the black entertainers came here because this was a wonderful place. It
was like going to Small Paradise in New York. It was that kind of place.

So in this period the whole idea of what was going on, had a great deal to do with what

you played, where you played and who you wer
the reason | reacted like this, this was just prior to the period of discovery that we were

entering with Dr. Martin Luther Kinsg you Kknoc¢
We hadnodét quite reached that point but it w;

surface. And that was coming.

If you listened to some of the stuff that Cannonball [Unintelligible] was playing at that

period, the tunes that he was writing that repilyceded the country preacher in some

of those things. He was really getting a s¢
and Ramsey was listening to people like Ray Charles and Stevie Wonder. One of the

guys who was having a big effect on piano playeas Ray Bryant because of the kind

of funky thing that he did so well.

And Harold Silver was having hit after hit after hit because he had really gotten deeply

into that at that point. So this was coming. And the interesting thing was that the

audiencs at that point were splintering. It was becoming an economic thing. So many

people in the black community were not able to afford to come to some of the places

that we were coming to.

| was going to have to addr erslsreatedithegazzv er y s h«
mobile because by that time and this is just a few years later, | mean it was just out

priced. |l mean there was no wayé they coul ¢
cl ubs. They coul dnodot affovabandalotofthend t hey
other stuff that we were doing was prohibiting them from having the access that they

used to have to the Duke Ellingtonds and t he

those people.

HOLLY: Also in this period, did you have any idaout the forthcoming of the
so called rock and roll movement and the effect it would have on jazz musicians?

TAYLOR: No. Il didndét have a clue that this w;
| left ABC Paramount | went to record for Capital Records.n®&w | am recording
mainly for major | abels, ABC Paramount, and

Mercury for a short time did a couple of things for them.
Jimmy Jones did some arrangements for me. And havingMypieair Ladyl kept

gettingrgg uest s ; okay here is the new Broadway st
to do that. | had already done it. Jack Tracey who was then A&R person for the

Mercury company got me interested in doing
[Unintelligible]. Iti s a wonder ful score. I mean the si

score was just beautiful. And I loved it and | said hey man write. | was going to do



something similar to what | did withly Fair Ladybecause that seems to me to be a

good thing to do Wh this particular music.

So the instrumentation is slightly different and the rhythm section is quite different. |

had George [Unintelligible] drums on that. | was so pleased with the result of what we

did with the show. Jimmy wrote some beautiful mudHe scored some very lovely

things for it.

Then | did another record for them, which should have been a hit, but for a variety of

reasons it was not. It was calledpromptu.] wr ot e some stuffé | had
and | just é whedtopldy guitaa so | leavelan afffinity fora good

guitarist. And Jim Hall was different from John Collins or Kenny [Unintelligible] or

any of the other guys that | heard. And | just liked what he did.

Unfortunately for me | got Jim Hall at a bad timeamthe was not physically well so he

didndot play as wel |l on that date as he pl ay:«
and after. But he is still one of my favorite guitarists and is one of the great artists on

that instrument in jazz.

Aroundthat i me | was doingé | did something el se
that is in 1958 | was asked to be the musical director of the first educational series on

jazz that was ever done. So national educational television then was housed in the

building of NBC here in New York. So we had access not only to the physical facilities

but the musicians who were on staff.

And that is something else | should mention.
606sé it began to filtereradtl,y y@uw aknaoonw iftr odn
to the mid 606s all the radio stations, the

so forth had musicians on staff. So they were paid to show up and play any kind of
show that was CBS or anybody was doing. So they westadf. They played

classical music. They played jazz. They played pop music. They played Latin music
anything that was to be played, they were there to play it.

So when | went to NBC they had a staff band and | could choose the musicians that |

wantl from the staff band. Now | didndét know
could have chosen more from outside, but they told me, well you have to choose from

the staff. | said, fAWell the staff candt d:¢
guys on the staff that | wanted but other the

concessions even from the beginning.

My band included Doc Severson and Tony Scott and Jimmy Cleveland and Model

Lowe and my trio, later but first | had Eddie Safransky @@lJohnson in the rhythm

section. OQur job was to play whatever was I
to what was then contemporary jazz. So what
our first guest. We had our host whose name was Gilbert Sal@eseadvisors and

consultants were Leonard Feather and Marshal Sterns. So we were in good shape in

terms of people who knew what the music was supposed to be about and people who

were supposed to be in tune with us.

Gilbert Saldese unfortunately was tio¢ best choice for a host because he felt the need

to apologize for jazz for the whole 13 week:
really honestly was never convinced that | a:
was indeed something that wast only indigenous of highest artistic merit. He

t hought it was good. He thought it was ni c:¢



European classical music and other types of show music that he was more familiar with.
So that was one of the problemstthart in having him as the host for 13 weeks. But

that notwithstanding, he did a very good job of bringing together some of the elements
that we had. We had a great team. We had access to the best people, lighting people,
the best sound people, theddirector, and the best technical people on the NBC staff.
So our producer George [Unintelligible] and Perry Cousins Harper who was his
assistant picked people who turned out to be the very best for us.

| mean the [unintelligible] from that show are smod | wish they would put a record

out of those things because they are wonderful. | mean we had guests like Ben
Webster, [Unintelligible] Smith, Aaron Culpine, Duke Ellington, Jimmy Rushing,
Cannonball [Unintelligible], Lee Conitz, Bill Evans, | mean kgl all kinds of folks on

t her e. The 13 weeks wasé it i s still, and

circumstance that | can say this, it is still the best series ever done on jazz on television.
And that is just a terrible indictment of what hagb going on since.

HOLLY: Was this theSound of JaZz
TAYLOR: No it was not.
HOLLY: What was the name of this?

TAYLOR:  This was called th8ubject is Jazand it was produced at NBC for NET,
the National Educational Television networkhe Sound ofakzwas produced for

CBS. Those were twoé it was a series but

are two separate shows that were done on Sunday afternoon for CBS.

And so the idea of jazz on television is one that | really think the time hastoayae

back into doing that kind of presentation which educates as well as entertains an
audience and brings them up to the level of people who listen to jazz very faithfully on
radio. We have a very hip audience that listens to national public radieryAip

audience that listens to American public radio. A very hip audience that listens to many
independent radio stations that program all jazz or some jazz in their area.

Cable has done a good job of bringing some of the things that are availdbte taatio

and to television. So there is an audience, which is already identified. It is not being
exploited or even attended to by anybody who is doing jazz on a regular basis.

HOLLY: Woul d you say that 1958 wasévausi ng
that the year that you really decided to really go head first into education?

TAYLOR:  Yeah, very much so. | had as early as 1949 or 1950 | had given lectures
and been invitedé some of my coll eagues

advanceddgpr ees at Col umbia Teacherdos Coll ege.

professor there if he would not have me come and talk about some of my concepts
about jazz education to them, these being music teachers from all over the country.
He did and | began tdo lectures both for the music educators, national conference on a
regional basis and ultimately in 1958 just prior to doing this TV show, | along with Stan
Kenton was invited to speak to the national body in LA. So just before | was to come

I
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andstarthe er i es | am invited to speak at the Nat
Nati onal Convention foré Music Educators Naf
These are the major educators in the country.

Earlier | had attended a seminar at Yale where our taskéen to restructure the

music instruction in this country and make a presentation to the Department of Health,

Education and Welfare. And so this conference had done that. We were there for two

weeks. They had music teachers, principals, composdia@dl of people and only

two jazz musicians. They had invited Dave I
invited Duke EIlIlington who wasnot avail abl e;
available.

The only two jazz musicians who seem to be availabtkat particular time was Mercy
Ellington and me. So we went. And together with some very insightful musicians, we

devi sedé we made many suggestions. We made
had hoped would be taken mahingwas §oingonBy 1958
And even | ater in 196006s you know they stil]l

disappointed.

At any rate, because of the going out to speak to them and | spoke on a morning session.

Kenton had either spoke the afternoon beforelldior € anyway he spoke be
After my speech | was in the restaurant commiserating with a friend who was a teacher

and a musician and | was saying, fAMan they
dondét call me. | 61 édthisdrdm these paopled Thislis s ai d, Al
ridiculous. | come out to the West Coast at my own expense because | believe in this

and hey this is a real drag. o

As | am talking | am overhearing someone expressing similar thoughts and in the next

booth is Stan Keton and he is saying the same thing. So we turned around and

commiserated with one another. That was when Kenton went away and began to use

his band as a workshop band and to do schools and to do really do all of the things that

he began to do with hisimmmer program and to start what ultimately ended up in the

Music Educators National Conference, | mean the Jazz Educators National Conference.

So it was the |1 HIE, I nternational é first it
But you know thatreallytsar t edé he was one of the people
off the ground, that concept. |in turn came back to New York and began to write a lot

more and began to do this series and to look for more things to do. | actually gave

Clark Terry the firsbpportunity to do his thing on television, to do the kind of

educational things that he did.

| was asked to do a seminar, a two day seminar on television in Cleveland at a

Cleveland television station, which would be taped and used there. | didtogetiter

a combo and Clark was my first choice as a
do this. I have never done anything |ike 1t
out and he was one of the best people and the most articulate oowhetéh

expressed himself very well and in very clear terms and demonstrated what he was

talking about. So it was very successful.

And it got him interested in doing more educational things and he has been doing that

ever since. He is still one of thedbelinicians we have out there. And | am doing a

piece on him this coming Sunday as we speak
tomorrow. Doing the educational things bec:



incorporate that in my work. | begantodoradiot o do guestsé | had do
guest appearances on radio and television during this period.

When | was working at the Hickory House and other places there was always someone

doing a remote. This was usually at night but since | was doing arletafling for

major labels like, ABC Paramount and Mercury then | got to go on disc jockey shows

and be interviewed and so forth. | got to know the people on both sides of the mike,

you know the technical people. | was asked to guest host some rad®aibao

forth. So | did that a little bit.

So in the early 6006s | | efté | only did two
Capital. And | didé my first album for thet
many band things that finally here is an ogpnity to do a real big band, 18 piece band

thing. So | jumped at it. I am now wor ki nq
regular radios show by this time in the ear|l

something like that. | began to work on WLIB a regular basis.

By the time | got to record for Capital records | am now working on a daily basis. |

mean the guys has asked meé what happened w:
WLIB Iike it hit a | ot of placedmyshowd t he gu\
The guy who had been doing a daily show was busted for [Unintelligible]. So right

now he is out. They need somebody right now.

So the gener al manager/ program director, wh
for you to do the daily shaw Can you do it?2o Il said, ANO
House and | have got an active trio. o He s:
you can tape it. We will get a guest or something like that. Are you traveling a lot

these dayiszved |l Ihogaiad,)l ot, not as much as | w
|l ong as you can, why dondt you do this and \
Soasitturnedodt began toé | stayed at the Hickory

because | was into long time gigs. éam | would get a gig and we would stay a month

or two months or whatever it was. It was possible to do it in those days.

So the radio station gave me on a daily basis, gave me an opportunity to really solidify

my financial state. What I didwasIwenté when the guys asked me

show, Il said, AWell | candt really consider
AHow much money do you want?o0 So | asked f
amount of money. So hle ssaaidd, fAAwWedIlll |1o odko nl o ta
ni ght . | dondt need to do this but you wanit
I will .o The guys, fAWell okay. o

So he gave me the money | wanted. So | thought hey that works. So | went down and

told JohnnPovk n down at the Hickory House, |l said,
thinking. | am doing a regular radios show now. | mean | am doing this everyday. |

really dondédt need to play here every night.
more money becu s € € 0 So he went for that too. So
said all right.

This went on for a while. And | started to work, this is prior to my going with Capital

records. So now | am with Capital records. We do this first big band recordidiate

good. I got a twurntable hit. I mean every:
well what had happened is my jazz show was ¢
were 1190 on the dial. And at 1130 on the dial was WNEW. So we were right next to



them on the dial.

And | keep showing up in their polls when they were trying to see about their

popularity, this guy from this tiny little daylight station keeps showing up. Who the hell

is this? And so when they found out who | was and what | wagdibiey said hire

him. So they hired me away from WLIB at about twice the salary | was making. So |

am doing all right. My family is in good shape at the moment. By now | have got two

kids.

| am really thinking about what | am doing and the relatgm of balancing this radio

and playing. And so | am playing every n
di fficult because | am workingé when | st
| had a large record collection anyway but it stagexiving by leaps and bounds.

| found that in order to do the kind of radio show | wanted to do, | had to listen to

everything that | wanted to play so that | knew | could make the same kind of

programming that | did when | played the piano. | mean | &htd say well here is a
saxophonist in the Ben Webster style. Here is another saxophonist in the Lester
Youngbs styl e. Here i s someone influenced |
points of references to do the kind of programming and tevbay | wanted to say

about the music. And then | had to listen to everything. So | listened, | spent a lot of

time listening.

That did cut into my practice time because | am listening seriously. But once | realized

that | had to do it then | put thatiés just like | put the practice time aside, so | spent X

amount of time for listening, X amount of time for practice, playing, on the air, you

know all of that was kind compartmentalized. But that really cut into my family time so

my family sufferedinh at € at that particular period.

But my wide was very supportive and so things worked out okay. But now | am
beginning to see that there is some other st
now that | am on the radio | am seeing what this rock andhialy is about. | mean

Elvis Presley is popular and there are some other groups that are being played on white

radio in the general market and everything. And that is my radio competition.

So | said hey so what? So | am playing all of the hip stuffthd know and weor e
number | i ke youé at one point on the radio |
| mean that is three commercials, one back to back to back, like you see on television

now. | was doing that on radio. And the reason wasusecaverybody wanted to do

my show. The reason for that is | was selling the products. | was a good salesman and
people were |istening to me and they were bl
products. We had father and son suits and all kinds of padfjle who did different

kinds of work for you. But it was working.

So now, I find that, okay I am doing okay bl
hit do you remember?

HOLLY: 064.

TAYLOR: Was it 066472 Okay | am megotar ecor di ng
couple of records out. So Capital promoted their performers. They would invite you to

their openings and they wouldé disc jockeys
went to this Nancy Wilson opening down at the Waldorf. Big deal, | raktdme local



disc jockeys are there. | am there as a disk jockey not as a Capital artist.
So | am sitting by a guy who is a record promotion guy for Capital at dinner. This is

before the show. So he is telloupnng me, 1 Oh
Europe and when they come here they are going to be a smash because we are going to
do the same thingé what we have got in mind

And EMI has presented these folks to us. What we are going to do is to used¢he sam
techniques that they used to make Elvis Presley to make these guys. They are going to

be sensational. Webre going to get them on
something else. 0

So | said, AThatodés interesbifiBvgito¥whanaEagth
band called the Beatl es. 0 | said, AWell th

hit. Boy it was just unbelievable the impact that they had on radio and records.

Because what they did, they sold so many records so fastntiely/so much money

for the company that Capital records coul dn
was Capital using all of its pressing ability to get records out as fast as they could but

they were getting all of the independents and anybody els&thuld press things up

for them, just on the Beatles.

Now they had Frank Sinatra, Peggy Lee, Stan Kenton, Nat Cole just to mention four of
their main sellers. They had Tennessee Ern
wife was named Ford, Mary Ford.

HOLLY: Les Paul.

TAYLOR: Les Paul and Mary Ford who had sold a lot of records for them. So they
had a lot of big record sellers on the label. None of them could get their records
pressed. They pressed nothing but Beatles. Now here | am with a ifnitadlmean
| am playing on WNEW and everybody in the middle of the road station of which there

were many in those days was playingé whatev

over the country my records are being heard. Nowhere in the counttyegaouty

them because they are not being pressed.

So | am going nuts. | am saying, fAHey man
as of that time my career was highly dependent on records. | had been lucky. | had

been successful with records. | hreat had any hits but my records sold steadily and

very well especially with ABC and those things. So | had a reputation for selling

records and filling clubs.

But if | donét have any records | dondét hav

so | amin bad shape. SO | then had to regroup. That was when | decided hey | am

going to do radio and | am going to sort of
things, these live things on radio but | am going to use radio as my means to do what

formally has been done or what other guys are doing with records.

That was a mistake. | mean it worked for me and it kept me working. It built a great
reputation for me. I made a | ot of money.
commercials as a resulf lbeing on the radio. Some of my clients were Colgate,

Palmolive and Wonder bread and Pepsi Cola, Coco cola, Valentine Beer, Budweiser

Beer. | devised a little thing that | did for Pepsi Cola where along with a woman who

was sort of an associate, | guske was a program director when | first went to LIB.

I



We had a five minute vignette that started off with a Pepsi commercial. | said

something and today the Pepsi showcase features Count Basie. You would hear a little
Count Basie. |told a little babout whatever it was he was playing, did the commercial
and was out of there. And they slid that into all kinds of shows across the board. Pepsi
loved it because instead of just having a plug or a commercial they had five minutes of
Pepsi.

And things Ike that | was very good at. | mean | got all that kind of stuff going. And

we did a 15 minute version of that for Budweiser Beer. The Budweiser Concert Hall.

So these were the kinds of thingsé | was
onywi t h straight ahead jazz. My progr ams
changed. On LIB I could play Cecil Taylor, | could play [Unintelligible] and did on a
regular basis.

COl
on

On Saturday | would play onceé | IHahad f or mat
day ofé | had a format ofl0. tvwoulthstpgwitha ke t ake

solo and do a duo and then do a trio and do that and repeat until the time was over. So |
had all these little gimmicks that | did. So people listened. Whhisiguy going to do

next?

| was having a ball with records. | was hearing everything and my playing was growing

by |l eaps and bounds because | was | isteni

otherwise and it really was affecting my playing. lamegou would hear it my work.

So my |l ove for Latin musicé | was able t
do Macheto and do all the guys that I like. So all of this stuff is going on and | had
determined that Beatles or not, if the recordsthmgggs on it 6s f ace, I
kids who are going to Prep school now. We are talking college type tuition already, and
you know they are not even out of prep school. So whatever | was making | needed.

It was goingé it wase. awayfeeling gobda Pmeyhing i me |

significant happened though. Just before

some of my earlier television work to be the musical director of a comedy show. It was
a pilot for a comedy show that some people viaterested in doing. So | said fine.

We rehearsed for about a week and then we put the show on. We did the pilot.

The show wa3hat was the Week it Wabwas really excited because in getting ready

for the pilot they showed us tapes of this Engjsly who was funny. This guy did

some really funny things. His name was David Frost. He wrote the thing and produced
it and he had sold the idea to somebody here to do it as a series. | forget if it was NBC
or somebody. | forget where they finally murt.

At any rate, one of the funniest things that he did while | was looking at the tapes that
had been done already in England, this is just a bit that he had originated. You hear this
beauti ful musi c, itéds a |l ove song.

| mean the guy is playinfhe Smokegets in your Eyesn a violin. It is like a violin
serenading a loving couple. And you see this guy looking deeply into the eyes of his
date and they are almost nose to nose. And he takes out a cigarette and he lights the
cigarette for himself and orfer her. And then the thing cuts to a shot of somebody

ng
d

me ¢

m
|

l ungs and you see the smoke go-smokngal | t hr ouq

commerci al é | mean bit back in the days
cigarettes.
So they never ran that the early days of the show. But it was that type of humor that

wh e



interested people with David Frost and what ultimately led to the show going on the air

and so forth. But for me, by the time they
they got the sbw sold and ready to go | was firmly ensconced at WNEW and they

woul dndt | et me out . They said, AYou have :
money and you are following Wi lliam B. WilIl:i

That contract cost me a coepif things that | wonder about now. At the same time the
first big convention meeting of Africans and African Americans took place in Africa.
The first cultural coming together happened
awareness was becorgisomething very special.
So | was asked to join a bunch of people who were going to Africa and share jazz ideas
and what we were doing in the African American community with people from
[Unintelligible] and various places in Africa. | forget where kglace now but |
coul dndét go because of my contractual arran:
possible for me to get out of NEW at that particular moment.
So | recommended Randy Weston and this is when Randy first went to Africa and he
ultimately stayed there and did things. And | knew Randy would love it because when
we were both recording for Riverside records, Riverside put out some African records,
taped in Africa and we were both fascinated by these records and we talked about them
alot
| was fascinated because | had never heard anything like that and | was thinking you
know, a historical point of view. Randy was excited because he wanted to play like
that. He wanted to use some of that in his music. It never occurred to me tmuse it
my music at that time. That was the first thing that hit him.
So we both gravitatedé we used to talk about
highly influenced by Ellington and by Monk and this seemed to be a logical extension
of that concept. Andofr him it was justé you know to go
participate in the way that he did was just a perfect thing.
So | was delighted to be able to suggest him and have him go. So it worked out very
well and I listened to a lot of the things thathtzes developed since then and you know |
am very proud to have been a part of that because it might have been different had he
noté | am sure he would have gotten that intf
would have been slightly different had he nohg@nd lived there.

Randy Weston is a remarkable musician who has over the years taken the
historical line from Africa that has been developed in the Americas and has done
something very special with it. | mean he has gone back to the roots in wagwthat f
ot hers have. As a matter of fact | dondt ki
he has done with the roots of the tree if you will. And his compositions and his playing,
his approach to the music has been very inspirational to me and to rhanp&bple
because he is very clear in his vision of so much of the aesthetic that goes into the
similarities as well as the differences between African music and African American
music.

In my own work, one of the things that | have thought about inoal& Africa
has been the fact that we have so many things, which we have restructured, so many
things that we have utilized in a way that is peculiar to North America, United States in
particular. And so to be able to put those into a context in whecpiano is voicing
my feelings is something that | am coming to in a different way as right now. | am very



pleased about it because it really is another look at some things that | was coming to
grips with in the early 606s, | ate 5006s, eal
| thought about them one way in those days and | thought about the way that |
wanted to utilize the African approach to melody, the kinds of things that | wanted to do
rhythmically. And | began to experiment with those ideas in ways, which were
different becase | had experience when | was a younger man. | had other things that
were important to me in those days.
Now in retrospect | look back at the same set of values and though | look at
them in a similar way, | recognize that there are some differenegbapg? that has to
do with getting older, or other experiences bringing other thoughts to mind in terms
of ¢ in those days | was concerned about the
African American family, could not control many of the thitigat | was concerned
about as those things related to the economics, the health and welfare, the education and
the lifestyle of my family.
Now havingé both of my children have gr o\
passed away, the other one has just gottemied, | am reassessing the things that |
was thinking about then in relation to my music. | always have believed that what you
play is really what you are. | mean if you want to know who | am, all you have to do is
|l i sten to my naunsbitc .do Itthéast tehveerrey. nilghct on ev

di shonest. I mean whatever it is, good, bac
The same thing is true of my writing esp:¢

graphically in some of the lyrics but in the music thibgrights are foremost in my

mi nd. I think a | ot of thingsé when | perf

to people, | guess | go back to Ben Webster and Eddie South in particular, because

those were two musicians that | knew | could watch then{ldnohtelligible] Smith

also would fall into that category and many others but especially those three for me.

| watch them deliberately set out to have an affect on someone to say | am saying this to

you. This is what | want you to hear. It was almost teey were pointing a horn or a

violin at that person. And the person would really react. And | want to do that. | have

always wanted to do that on the piano. And sometimes | succeed.

|l think that thatds t he kngsthhatacefapartbfwimd t hat i
am and what | play, it reallyé the period of
when | was putting all this on the table. | was thinking oh this is what this is and kind

of getting a mature look at those thingshdtl taken me a long time to arrive at that

point but that was one of the thingsé it wa:
the realization of certain things that were important to me.

BROWN: Well Dr. Taylor we have spent eight hours in your conypand we have

only gotten to this same period in time, thi
more years of your career that we were not able to discuss in this session. | would like

to say that | hope that we can come back and complete thisigicaly and hopefully

film you at the piano and discuss some of the very things that you have brought up

during the course of this interview and | hope that will be brought up later and

especially to capture some of your compositional ideas and techaiggdiesncepts at

the piano.

So for this portion of the oral history, | would like to say thank you very much on behalf



of the Smithsonian Institution and the Jazz Oral History program. Again, thank you so
much for sharing your life with us today.

(END OF AUDIO FILE )
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