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Praise for How to Grow as a Musician

“How to Grow as a Musician by jazz champion, radio host, and bon vivant, Sheila Anderson is a literal life manual for the musician aspiring to a fulfilling career in jazz. With anecdotes and interviews with some of the most compelling jazz storytellers on the scene today—like Tia Fuller, Etienne Charles, Allan Harris, and Will Calhoun—and legends in the genre—like Ron Carter, Randy Weston, Al Jarreau, and Dr. Billy Taylor—Anderson shares the truth and experience in their voice and sound. This is all accomplished with warmth in her nurturing voice, while still providing nuts and bolts, ‘steps 1, 2, 3,’ for the musician that wants instructions on the business of jazz. [. . .] I also recommend How to Grow as a Musician for anyone that loves this music we call jazz to understand how to better support the musicians. In the words of my favorite jazz vocalist, Al Jarreau, as quoted in the book, ‘You should always be reaching, striving for another level.’ Thank you, Sheila Anderson, for taking us to another level of understanding with How to Grow as a Musician.”

—Janis Burley Wilson, president and CEO, August Wilson Center

“From the ancestors’ spirited knowledge to persevering jazz musicians’ experienced scenarios, this book is an obligatory read for all musicians and creative artists looking to cultivate new sprouts for their growing careers.”

—Ron Scott, columnist, Amsterdam News

“For that performer who is trying to succeed in this business we call show, you need to get Sheila Anderson’s book. How to Grow as a Musician will get you around, across, over or through any obstacle, hiccup, bump or uncertainty that may be in the way.”

—Wali Collins, author and comedian, Coyote Ugly, I Hate Valentine’s Day


“This book is a must-have for any serious student and will be a joy to read by jazz fans generally. Combining a warm conversational style with the voices of musicians who provide direct, hands-on experience, it manages to be both a very practical guide and fascinating look at the music business through the eyes and words of a cross-section of accomplished musicians. Highly recommended!”

—Wayne Winborne, executive director, Institute of Jazz Studies at Rutgers University

“This book is a must read for every aspiring musician and music fans alike. Proficient musicianship is steeped in solid practice habits, fortitude, and perseverance. Sheila exposes the fantasy that preparation can be taken lightly.”

—George Wein, CEO, Festival Productions, Inc.

“Read this book to become a BAADASSSS. Sheila Anderson has told it like it is.”

—Melvin Van Peebles, filmmaker

“Sheila Anderson is a living legend in the world of jazz radio whose vision, wisdom, and knowledge are astonishing. Don’t miss this book!”

—Cornel West, professor emeritus, Princeton University

“How to Grow as a Musician is both intelligent and comprehensive. Ms. Anderson offers an insightful and timely roadmap for one’s career.”

—Gregory Generet, jazz vocalist
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DEDICATION

In loving memory of my mom, Daisy Estelle Anderson (February 14, 1922–July 29, 2019), who taught me to have confidence and gave me the tools for success. She was driven, determined, and an inspiration to so many—a true role model!

And to Johnnie Garry (October 31, 1924—March 13, 2018), a mentor to me and a force in the jazz community, who Duke Ellington nicknamed Ziegfeld. To quote Duke, “We love you madly.”
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Introduction

In 2004, when I was working on the first edition of this book, I wanted to interview Will Calhoun. After a few failed attempts to set a time to talk, we agreed to speak, one morning, at 1:00 a.m. (I recall that he was preparing for a trip.) On schedule, I called, he didn’t answer, so I left a message and moved on. Shortly after the book’s publication, I ran into Will sitting at the bar in the jazz club the Village Vanguard. How we began our conversation is vague, but I do recall him asking me, “What about my comments in your book?” Needless to say, given that the interview had not transpired, I was stunned he would ask me about it; I reminded him that he and I had not spoken, so he wasn’t in my book. Will laughed, then said, “I’ll be in your next book.” My retort to him: “What makes you think that there will be a next one?” He said, “There will be.” I marveled at his confidence. Over these years, he and I have become great friends. A man of many talents, not only is Will Calhoun a great musician, he is also a visual artist. He is an intellect, a spiritual man, a loving father and husband, whose passion for music and reverence of the ancestors is inspiring. Is he clairvoyant? Perhaps. When I told him that my publisher agreed to allow me to write this second edition, he wasn’t surprised; remember, he had predicted that in 2005.


In addition to Will Calhoun, I have added new voices: musicians Etienne Charles, Jeremy Pelt, Tia Fuller, Camille Thurman, Javon Jackson, Aaron Diehl, Ulysses Owens Jr., Mikael Karlsson, and Monte Croft. For a follow-up, I talked with Allan Harris, Eric Reed, Dorothy Lawson, Michael Wolff, Bobby Sanabria, and WBGO music director and radio personality Gary Walker. The other two radio professionals interviewed are Derrick Lucas (Jazz 90.1) and Terrence McKnight of WQXR. Last, publicist Gwendolyn Quinn gave me a crash course on her profession. From the first edition I kept some information from the interviews of Kenny Barron, Andy Bey, Ron Carter, Jeff Clayton, Paula Kimper, Richard Smallwood, and Kenny Washington (the drummer). After the first printing, fourteen years have passed. Several people I had interviewed have died: Oscar Brown Jr., Ruth Brown, Edwin Hawkins, Al Jarreau, John Levy, David Randolph, and Dr. Billy Taylor. To preserve their memories, I dedicate the last chapter, “Ancestors: So Past, So Present—Standing on Their Shoulders,” to them.

Since 2005, the business has drastically changed. The vibrant club scene has diminished. At that time, the digital age was nascent but is now our reality and can’t be ignored. Popular since 1985, in February and March of 2008, “smooth jazz” stations in New York and Washington, DC, shifted formats to rock, leaving two of the nation’s largest radio markets free of Kenny G, Chris Botti, Dave Koz, and Spyro Gyra. A sea change occurred on July 1, 2002, with the launch of the groundbreaking satellite SIRIUS radio. Its business model was pay-for-service radio. Music channels were presented without advertising, and all channels were free of FCC regulations. Just like cable TV, a separate unit was required to use the service. The positive and negative impact of the digital age on content and musicians can’t be overstated, and that’s why I have devoted some chapters addressing issues related to musician royalties, recordings, and consumer consumption. As in the first edition, the book has six sections: “On Development as an Artist,” “On Composing, Arranging, and Recording,” “On Personal Growth,” “On Performance Etiquette,” “On the Business,” and “The Empty-Vessel Theory.” Because much of our communication and interaction takes place through our mobile

devices, the business section now includes information on social media and streaming, as well as a chapter titled “The Art of ‘The Hang.’” At the end of each chapter, I added notes, which summarize key points for your reference. This book is intended for musicians and nonmusicians alike. Regardless of industry, everyone should learn their craft, educate themselves, look for work, and gauge personal and professional progress.

This is my story. Though I may “play” one on the radio, I am not a musician. I own a flute and a piano! Music has always been in my blood. Perhaps if I’d had the discipline, I may have become one given my proclivity for music. I was born and raised in Buffalo, New York, into one of the city’s oldest black families (my father’s great-grandfather, Ben Taylor, moved there in 1832). In the early 1940s, my mother moved from Terre Haute, Indiana, and met my dad; six months later, they were married. Both parents come from educated people. Not only was my dad’s Aunt Emilia the secretary of the Niagara Movement—the precursor to the NAACP—she was also the first African American student to graduate from Syracuse University. My mother’s mom graduated at the top in her class at Fisk University, and her dad was a graduate of Purdue University. Education was paramount in my household. When I was in first or second grade, my dad began his undergraduate studies, and he received his law degree when I was a sophomore in high school. My mom got her master’s degree when I was young.

There was never a question that I would go to college, but unlike my three siblings, I struggled through school. To my parents’ dismay, my focus was more on socializing, less on the academics. (Basically, I was what one would describe as “a party animal.” I was great at organizing parties, and I was the resident DJ. I had a unit that was a combination turntable and cassette player. I’d use my headphones to cue up the songs for a smooth transition.) My interests centered on politics, music, art, literature, and being around creative people. This may come as a surprise to some, but I was an introvert at heart. Uncertain of my life path, I read several self-help books for inspiration, such as The Magic of Believing, The Power of Positive Thinking, and In Search of the Meaning of Life. Music was always in our home. If a record wasn’t spinning on our stereo, someone was playing an instrument. We had a piano that Mom played; on occasion, Uncle Jerry would come and play it. My oldest brother, “Chips,” had a great record collection that included music from Miles Davis to Lead Belly. Around age seven, the first time I heard Miles Davis’s E.S.P. and Richard “Groove” Holmes’s Soul Message, I was hooked. Mom’s taste in music was equally eclectic. Because we had only one record player, Sunday was her day to listen to her music, which ranged from Duke Ellington and Mahalia Jackson to classical music and Joan Baez.

We all had to take up an instrument, and Mom sent us to the Community School of Music, where I took theory. Before settling on the flute, I played the recorder. (My piano skills were negligible, but I did OK on the guitar. In the junior high school band, I actually played the glockenspiel.) I fell in love with the flute and dreamed of becoming the next Bobbi Humphrey. My plans to become a musician were thwarted when I got involved with the NAACP as a teen. Turning my attention to work in the civil rights organization, first as local youth president, then, at sixteen, as New York State Youth President, ending with my election to the National Board at age nineteen, I chose to not devote the needed time and work that would set me on the path to be a musician.

For various reasons, I did not go directly to college after my high school graduation. Instead, I stayed in Buffalo, got a job, and attended classes at three different institutions of higher learning. Frustrated by living in Buffalo, at twenty-one, I decided to move to New York City with the intention of getting my degree and returning home. John Lennon said, “Life is what happens to you while you’re busy making other plans.” That pretty much sums up my life! Life in New York City wasn’t easy. Though it took me longer than anticipated, I did graduate from Baruch College when I was thirty-two.

I got my first full-time job working in publishing at Random House as a production assistant. Ultimately, I loved my colleagues and being in the industry, but I didn’t enjoy the work. When asked, I accepted the secretary position in the Bookbinder’s Guild (now the Book Industry Guild of New York) and worked my way into the presidency eight years later. Finding myself at a crossroads, I looked to find a different line of work. I considered getting a degree in social work. I went to bartending school. I attended modeling school (on the suggestion of my mother), but nothing came out of any of these things. In 1987, I started to volunteer for WBGO. It was great to connect with people who shared my love of jazz and to be around a public radio station in its infancy. Seeing my interest in the music and a slight desire to be on air (I had done some radio work in college), one of the announcers insisted that I talk to Thurston Briscoe, then the programming director, about getting an on-air job. I mustered up the courage to talk with him. To my surprise, he gave me permission to go in and learn how to operate the board. It took about three years before a slot opened up for Sunday Morning Harmony (6:00 a.m. to 10:00 a.m.). In November 1994, Thurston asked me to do the show temporarily, while he was looking for a permanent host. My first on-air shift was the overnight, February 15, 1995.

Having had no on-air experience, the first several years, I must admit, were painful. I had a good feel for the music, but my announcing skills were abysmal. I’m grateful to Thurston and all of the other announcers for helping me work on my delivery. In addition to my poor delivery, I had gaps in my jazz knowledge and thought it best that I learn about the music from the musicians. Other than Singers Unlimited, interviews weren’t allowed during weekend shows. In 1993, I trained at the local cable TV station, Manhattan Neighborhood Network (MNN), to do a show. Unable to produce the show I had in mind, I decided to do a jazz-interview show that I called The Art of Jazz. However, I didn’t know many musicians, so my challenge was to meet some. I took myself to the famed club Bradley’s, sat at the bar, and introduced myself to every musician who was there and invited them to be my guest. From that point, I immersed myself in the community, and I haven’t looked back. I knew that I wanted to work around creative people, that I loved music, and that I am a social being. Through trial and error, highs and lows, I have been able to create a life and a living in a world that I dreamed of.







PART ONE

ON DEVELOPMENT AS AN ARTIST

The mastership in music, and in life, in fact, is not something that can be taught—it can only be caught.

—Rodney Jones







CHAPTER 1

Getting Started

Does this sound familiar? You have decided to become a musician; music is your life, and all you want to do is play, play, play. At some point you asked yourself, or someone else, which steps are needed to turn your dream into a reality. The first thing you should determine is if you want to use music as a vehicle for financial gain or if you want a career. Those interviewed for this book have chosen to build a career. Benjamin Franklin purportedly said, “If you fail to plan, you are planning to fail.” To make a plan is good advice, but how you “work” your plan is equally important. The outspoken filmmaker Melvin Van Peebles told me, “Early to bed, early to rise, work like a dog, and advertise.” The bottom line is that you should have a plan. Know what you want to do and where you want to do it. Learn to be flexible, and give yourself permission to change as you grow.

No matter your career choice, you should learn your craft. As it relates to musicians, famed jazz drummer Kenny Washington put an emphasis on experience. He learned by listening to records, by taking classes, by being mentored, by “learning as he went,” and/or by working with different types of musicians. He advises that “it is important to tell musicians: Study the music, get a good teacher, listen to the musicians and players that came before you. Never let anyone tell

you it’s old fashioned. Don’t be afraid to copy any of the musicians. You must sound like others before you sound like yourself. In classical music, you have to go back; in jazz, the young people don’t know nearly as much as they should about this music, and it’s a disgrace. Learn standards; when the record company drops you, you’ll have to be a sideman.”

I implore you to work as often as you can. Take low-paying gigs, work for tips, and go to jam sessions, because the more you work, the better you will get. You will acquire more knowledge about the music as well as about the business. For ten years, I worked as the emcee for the summer Jazzmobile concerts on Wednesday evenings at Grant’s Tomb, without pay. That experience was invaluable! The musicians interviewed shared their journeys of hard work and dedication. Again, “early to bed . . .” What they have in common are passion, drive, determination, and fortitude as they navigate the business. The path isn’t easy, nor is it straight. Life is filled with ups and downs, highs and lows, and there are no guarantees. So, why not follow your passion? Todd Barkan, a jazz impresario and producer, at the end of each concert that he emceed, would say, “Take care of the music, it will take care of you.”

HOW THEY GOT STARTED

Will Calhoun

Will Calhoun, the widely acclaimed drummer from the Bronx, New York, graduated from the Berklee School of Music in Boston, where he received a bachelor’s degree in music production and engineering. He became a household name as the drummer for the rock band Living Colour. His unique blend of improvisational and hard rock drumming can be found on each of Living Colour’s four Epic releases: the groundbreaking multiplatinum debut Vivid, the critically acclaimed sophomore LP Time’s Up, the Biscuits EP, and Stain, as well as their latest release on Sanctuary Records, CollideØscope. A prolific songwriter, Will has cowritten many Living Colour compositions and wrote the critically acclaimed song “Pride” on the Time’s Up album and “Nothingness” on the Stain album. As a member of

Living Colour, Will received two Grammy Awards for Best Hard Rock Performance by a group. They also won an International Rock Award for Best Rock Band.

The time was ripe for the rock and roll group to exist in the mid-1980s. They had an arena where they could put forth their talents. Other rock bands were working then, and classic rock radio existed (1975–1990). Will met Vernon Reid (leader of Living Colour) when he was doing a radio show with Greg Tate. They had previously met, briefly, one time, during one of Will’s Berklee College breaks. Will had played with Jaco Pastorius, who asked if he knew Vernon and told him he had to hook them up. After leaving Berklee, Will went back to New York City and ran into Vernon, where they exchanged tapes of their groups—Will’s Dark Sarcasm and Vernon’s Colours. They discovered a shared interest. Will recalled,

At that time English rockers were coming and taking the best black rock musicians, so Vernon lost lots of band members. Vernon decided to put together a group who had a focus, and that’s when we formed Living Colour. . . . It didn’t take a long time, in the scheme of things, for the group to take off, about four years. We treated the band like a job (we weren’t making any money) with daily rehearsals, etc. I was living at home and asked his mom if she’d give him a year; if I failed I’d get a job. Word traveled that we were hot, and we started playing at CBGB’s. Mick Jagger came to see us when he was in town. . . . I was never afraid that it wouldn’t happen for us.”

The rest, as they say, is history.

www.willcalhoun.com

Ron Carter

Carter is among the most original, prolific, and influential bassists in jazz history, with more than 2,200 albums to his credit, an accomplishment honored in the 2015 Guinness Book of World Records. He

has recorded with greats including Tommy Flanagan, Gil Evans, Lena Horne, Bill Evans, B. B. King, the Kronos Quartet, Dexter Gordon, Wes Montgomery, Bobby Timmons, Jaki Byard, Eric Dolphy, and Cannonball Adderley. In 2014, Ron received the medallion and title of “Commander of the Order of Arts and Letters,” France’s premier cultural award, given by the French minister of culture. Ron Carter has been a world-class bassist and cellist since the 1960s. He’s among the greatest accompanists of all time, but he has also done many albums exhibiting his prodigious technique. Carter is nearly as accomplished in classical music as he is in jazz, and he has performed with symphony orchestras all over the world. He played in the Eastman School’s Philharmonic Orchestra and gained his degree in 1959. He joined Art Farmer’s group for a short time in 1963, before he was tapped to become a member of Miles Davis’s band. Carter remained with Davis until 1968. He is possibly the most recorded bassist in jazz history. He has led his own bands at various intervals since 1972. As a leader, he has recorded over fifty albums. Carter also contributed many arrangements and compositions to both his own groups and to other bands. He even invented his own instrument, a piccolo bass. His recordings have encompassed an unusually imaginative range of ideas—from cello ensembles to reexaminations of Bach.

A best-selling author, Carter’s books include Building Jazz Bass Lines and his autobiography Finding the Right Notes. In 2016, he published Ron Carter’s Comprehensive Bass Method, an advanced-level book pioneering the use of QR codes to demonstrate technique in printed books. Additionally, Ron authored The Ron Carter Songbook, a collection of 119 original compositions. In 2017, Ron expanded his reach to his considerable worldwide following on Facebook, where he regularly posts helpful information and backstories for bass players and fans alike. His “Facebook Live” events are enjoyed around the world. Ron teaches frequently at master classes internationally. He has also received five honorary doctorates, most recently from The Juilliard School.

He was hooked from the beginning. “When I was ten years old, I had my first lesson on cello, and I thought this was for me.” Though

he does not like to talk about his transition to jazz, he did reluctantly and briefly:

I wanted to be a classical cello player. To be a jazz musician didn’t come along until much later. . . . Well, when I was in Detroit, my saxophone player neighbor liked Paul Desmond, Dave Brubeck. At the time, they had a big hit, Jazz at the College, in 1954 on Fantasy. There were a lot of sorority/fraternity dances on these big boats, and he knew somebody who did these bookings, and he told the guy to get a band in to play for the dances. So he got together myself, and a piano player and drummer, and had rehearsals and made these boat rides out in Belle Isle. I was a classical cello player. I went to string bass because I thought all the white guys were getting all the gigs. As a classical bass player, I saw all the auditions were being steered toward the white bass players in school. And then in my senior year in college, I was in the orchestra, and the guest conductor told me he would love to have me in his orchestra, but that the board directors weren’t hiring colored musicians. That was 1958–1959. I went back to New York. The Philharmonic had no black people, maybe one. So I thought, let me do something else, then. I decided to go to Manhattan School of Music. I had a full scholarship to go to Manhattan in 1960 upon graduation from college. When I got to New York, I met Chico Hamilton in Rochester during a concert, and he told me when I got to New York, if he was working around town, come to say hello. Well, actually, I auditioned for him as a cello player, but the cello player decided to stay in the band. When I got to New York, the bass player quit. So I joined the band as a bass player with Eric Dolphy. I played with Randy Weston for almost a year, a couple of years, and Bobby Timmons, Betty Carter, Herbie Mann, and so on and so forth.

www.roncarter.net


Etienne Charles

Trumpeter/bandleader/composer/educator Charles is one of the most compelling and exciting young jazz artists ushering the genre into groundbreaking new territory as a trumpeter/bandleader. He was born on July 24, 1983. While in his twenties, he recorded seven impressive and well-received albums for his own “Culture Shock Music” imprint. His new album, Creole Soul, is a captivating journey of new jazz expression. It buoyantly taps into a myriad of styles rooted in his Afro-Caribbean background and plumbs the musical depths of the islands, from calypso to Haitian voodoo music. Also in the jazz amalgam mix are rocksteady, reggae, Kongo, and rock as well as the influence of Motown and R&B music Charles listened to on his parents’ record player when he was growing up.

I’m a musician, only thing I wanted to do (from twelve years of age). I was around lots of musicians growing up, but lots of them had day jobs, but I knew that it was what I wanted to do but I now teach, as well. I’ve been teaching ten years at Michigan State University (MSU). They reached out to me, indirectly, then I submitted an application and I won out after three finalists. I love it. I freelanced in New York for one year after I graduated from school (BA Florida State), did my MA at Juilliard . . . came to New York City to work and to get my master’s degree.

While attending college, Etienne gigged at night, though he had had a head start leading bands while in undergrad at Florida State.

In Florida a friend got me working while I was in my freshman year. He was a bass player and got a gig at a restaurant where we played for tips. Tallahassee restaurants had all their windows and doors open, so lots of people came in and out and we made lots of money from tips. My buddy moved to California so they asked me to take over the gig and then I became a leader. Then I got lots of gigs,

weddings, etc. Got into contracting. I learned how to get a band paid, how to set up the band and I was learning to be a manager. I did that for three or four years . . . [famed pianist] Marcus Roberts would sub out a gig, too. When I moved to New York the first day I had a record date with Ralph MacDonald, Buddy Williams was on drums. That was August 26, 2006. I had met Buddy and Ralph before—they told me to call them when I got to New York City. Buddy told me to join the union. Kamau Adilifu called me for the gig—The Color Purple—and I got on the sub list. Then I got called to do one night then folks have to sign off on you to get the gig. I subbed for Kamau then got to sub for others and was in school and doing the show. Made sure I lived near the subway so I could get to gigs quick and have my phone on. Have to get to a place in thirty to sixty minutes top. Subbed at Swing 46, a gospel funk band, and we were busy on the weekends. Then more weddings and corporate gigs so I worked steadily so money came from different sources. Then I got a job programming at JALC in summertime and I put a group together to play that—Brian Hogans, Marion Felder, Robert Rodriguez, and Ralph MacDonald—things just took off . . .

www.etiennecharles.com

Jeff Clayton

Jeff Clayton straddled genres and continues to do so, although he is primarily considered a jazz musician.

I began in jazz music; it is the art of being a chameleon, it is so special, it prepares you to do any music. You steal solos, jazz, funk, or classical music; you just copy and mimic that. Then you understand the parameters of these styles, and good jazz musicians can copy. I started out on Concord Records as a jazz artist, then I did pop because

someone asked me if I could, so I stole some solos, learned some songs of Stevie Wonder from his records until I knew how to play pop. When I did that, I changed the way I played in my mind and body and played pop. When I stopped playing pop, I turned on jazz and classical; they are closely related.

Clayton was born in Venice, California, and his musical education began at a local Baptist church, where his mother was the pianist and conductor of the choir. He began playing various reed instruments, including the clarinet, but he concentrated on alto saxophone. He later added the soprano saxophone and the flute, extending his studies during his high school and university education, in which his principal instrument was the oboe. He dropped out of the university before graduating in order to go on the road with Stevie Wonder. Later, he mixed studio work with touring, playing with artists as diverse as Gladys Knight, Kenny Rogers, Patti LaBelle, and Michael Jackson. He gradually shifted toward a more jazz-oriented repertoire, and although he continued to work in orchestras backing popular singers such as Frank Sinatra, Mel Tormé, Lena Horne, and Sammy Davis Jr., it was in the jazz world that he established his reputation during the eighties. He played in the Tommy Dorsey Orchestra under the direction of Murray McEachern, with Count Basie; the continuing Basie band under Thad Jones; and with Alphonse Mouzon, Juggernaut, Woody Herman, Lionel Hampton, Ella Fitzgerald, the Phillip Morris Superband led by Gene Harris, Monty Alexander, Ray Brown, and many others. Clayton continued to work with pop stars, playing saxophone solos on the Dick Tracy (1990) soundtrack album and on Madonna’s companion album to the film (I’m Breathless). Clayton has worked extensively in partnership with his brother, John Clayton, and the Claytons are also active in the big band they colead, the Clayton-Hamilton Jazz Orchestra, with drummer Jeff Hamilton, as well as the Clayton Brothers Quintet. In 2019, Jeff recorded Through the Looking Glass, his first CD under his own name.


Monte Croft

A thirty-five-year-plus veteran of the New York music scene, Croft is a multi-instrumentalist, playing six instruments and counting: drums, vibraphone, keyboards, chromatic harmonica, bass guitar, and guitar. Part of Monte’s arsenal includes his voice, which brings the count to seven instruments. A brief stint at Columbia Records in the eighties produced two highly acclaimed albums—A Higher Fire and Survival of the Spirit. Monte has performed and recorded with diverse artists, including Gladys Knight, Nicholas Payton, Gino Vannelli, Hubert Laws, and P. Diddy. In 2012, he was a member of the classic, platinum-selling R&B/funk unit the Average White Band. He also worked in television and on Broadway. Monte has become a staple at Ashford and Simpson’s Sugar Bar in New York City.

I consider myself both: a leader and a sideman. I play R&B, jazz, I don’t have a problem with the label jazz musician. I wasn’t encouraged to make music a career. Berklee, Juilliard, Eastman, North Texas State were focused on jazz when I came along, and Dana School of Music in my hometown, Youngstown, Ohio, had a great program, too. My band director had been right out of college. (I didn’t know what I wanted to do but I wanted to stay in music. I knew I had more to learn and wanted to go to college.) My teacher suggested that I check out Berklee.

After two and a half years, Monte chose to leave Berklee and return to Ohio: “I had a good experience there and got so much information. . . . It’s taken years to process some of it. The energy and vibe is just want I needed to see.” He was happy to be around people who were encouraged to be musicians and were his age. It was push and pull for him growing up; whether to do or not to do. To be a musician was “my heart’s dream, I didn’t want to let it go and why I grabbed Berklee and the East Coast seemed appealing.” His reason for leaving college was “I left, got out of Dodge. I left because I wanted to practice and went back to Ohio for one year but was there two and a half years,

stayed with my folks . . .” That respite left him restless, so he chose to go to New York City: “I had friends there and family so it took the fear out of being there.” Monte has no regrets that he didn’t finish: “Depends on the day, but I’m doing what I want to do, but I like to play.” Unlike a lot of his contemporaries, he had a lot of day jobs and is amazed that he knows guys who never had day jobs. “I’d ask, ‘how did you manage to not do that,’” he chuckles.

My first steady job in New York City was working at ASCAP. Though music related, it really wasn’t. Actually, a music-related job is not necessarily the best job for a musician, because it just heightens the frustration cause you’re seemingly close to it (playing) but you’re really not. I sat at a desk all day and listened to tapes. I’d fall asleep every day too, because I was hanging out every night at jam sessions at night. I also did clerk jobs, got a job in a hospital (lasted a few days), got teaching jobs in a school, and worked at Donna Karan, schlepping clothes. Oh, I worked for David Paterson, who was our governor for some time . . . I worked for him (one summer) when he was running for public advocate, I did everything in that office.

Monte’s work at ASCAP was from 1983 to part of 1985, but “I had to leave. I noticed that my skills were diminishing, I didn’t have time to practice, working from 9 to5 was too much so I decided to go for this music thing, see what I could do. I knew the Marsalis brothers, Donald Harrison, and Terence Blanchard, who I knew from Berklee. They were all on Columbia Records.”

Aaron Diehl

A thirty-two-year-old classically trained pianist and composer (who is also a licensed pilot), Aaron Diehl has made an indelible mark on the jazz world over the last fifteen years. He showed an affinity for early jazz and mid-twentieth-century “third-stream” music, but his latest evolution comes as he begins to tackle modern classical works,

recently performing Gershwin with the New York Philharmonic, Cleveland Orchestra, and Los Angeles Philharmonic. Diehl has collaborated with living masters ranging from NEA Jazz Master Benny Golson to twentieth-century classical titan Philip Glass, while establishing himself as one of the preeminent interpreters of the Great American Songbook in his own trio and with the vocalist Cécile McLorin Salvant. Born in 1985 in Columbus, Ohio, to a funeral director and a former Olympian turned education administrator, Aaron Diehl grew up in a nurturing musical environment. His grandfather, Arthur Baskerville, a pianist and trombonist, was an early influence. He began studying classical piano at age seven, while his passion for jazz was further fueled while attending the Interlochen Arts Camp as a preteen, where he met the pianist Eldar, who exposed him to Oscar Peterson and Art Tatum recordings.

At age seventeen, Diehl was a finalist in Jazz at Lincoln Center’s Essentially Ellington competition, where he was noticed by Wynton Marsalis. Soon after, Diehl was invited to tour Europe with the Wynton Marsalis Septet (Marsalis has famously referred to him as “The Real Diehl.”) That fall, he would matriculate to the Juilliard School, studying with jazz pianists Kenny Barron and Eric Reed and classical pianist Oxana Yablonskaya. Diehl came to wider recognition in 2011 as winner of the American Pianists Association’s Cole Porter Fellowship, which included $50,000 in career development and a recording contract with the esteemed Mack Avenue Records.

Aaron has been a staple of the New York jazz scene since 2007. His role as pianist and musical director for vocalist Cécile McLorin Salvant, the most arresting and authentic jazz vocalist to emerge in three decades, has enhanced his profile well beyond the jazz world. Diehl & Salvant’s musical partnership is one of the most fruitful in recent memory.

www.aarondiehl.com

Tia Fuller

Tia grew up in suburbs of Colorado into a musical family: Dad played bass, Mom was a vocalist, her sister plays piano, and her little brother

plays drums. Her parents started a group called “Fuller Sound” who gigged locally. And they listened to jazz all weekend! When it came time to choose a college, she decided to apply to Spelman College and not to Denver, where she could have gone tuition free. After watching the popular TV program A Different World, which was centered on a black college, she wanted to have the HBCU (Historically Black College and University) experience. Though Tia was in the drum corps, it was a dream of hers to play the saxophone, “I was at a crossroads after high school. I had a dream to play sax, but I knew that I had to get better at it. When I took it seriously I was a junior in college, I was eighteen at Spelman College, my freshmen year, and saw that there was no longevity in drum corps . . .” Spelman didn’t have a music department, to speak of (there were only two other women studying music), so Tia took advantage of the burgeoning jazz scene in Atlanta by going to jam sessions and meeting the players on the scene: Terreon Gully, Russell Gunn, and other musicians.

I had goal points. I had read an article by Geri Allen in DownBeat—“Crystallized Vision.” I knew I wanted to move to New York City but took a detour when I got my master’s degree at Colorado–Boulder. I met Byron Stripling there, who asked us to visualize our future. The first exercise was to envision where we wanted to work, what the room looked like . . . second exercise was to write freely what we wanted to accomplish in the next ten years. I wrote down that I wanted to be a sidewoman, wanted to record, move to New York. . . . It was ten years later I saw what I had written and that I had hit 98 percent of those things listed. I knew I had a clear direction and the people I wanted to surround myself with; knew I wanted to be around abundance. And I’m blessed. I tell my students, “do the work and you’ll be blessed with abundance too.” Align yourself with the law of attraction, metaphysically speaking . . .

www.tiafuller.com


Allan Harris

Born in Brooklyn, New York, Allan Harris was surrounded by music throughout his childhood.

He moved from Brooklyn, New York, to Pittsburgh, Pennsylvania, where he got to know Joe Grushecky and play with several bands. His mother was a classical pianist, and his aunt was an opera singer who later turned to the blues. Because his Aunt Theodosia attracted the attention of famed music producer Clarence Williams (you know, the one who made Bessie Smith famous), he became a regular dinner guest and often brought along other performers such as Louis Armstrong. Armstrong once babysat young Harris and terrified him with his “froglike voice.”

Although he grew up with music, it was not until he got to college that the “musician” seeds began to germinate within him. Not sure of the genre on which he should concentrate, he simply started going to clubs. When Allan sang in coffee shops, he started making money playing music.

I played guitar first. I started to sing along when I started to play in bands. It was an ego thing. I could do singing a lot better than the leader. I noted the reaction of audiences to me versus him. Through that, I developed my voice and said, “I could do this!” I started making money playing music, so I knew that I could be good at this and have a voice in this where I could support myself. As I progressed in school, I went to jam sessions doing R&B and a few [jazz] standards.

Harris has thrilled audiences all over the world. He has performed for sold-out venues in Germany, at the Komische Opera House in Berlin, and with the New York Voices in Nuremberg. He has also performed with James Morrison for the television show Swing It; in a ten-day, standing-room-only tour of Israel; in the Espoo Jazz Festival in Finland; in Lugano, Switzerland, with Jon Faddis and the Big Band de Lausanne singing the lead in Duke Ellington’s Sacred Mass; and at

Lincoln Center’s new Rose Theater. The DVD recording of the performance in Lugano, Switzerland, has aired all over the country on public television and is available on both CD and DVD formats.

Since the first edition of this book, he says:

It has been a roller-coaster ride but an exhilarating one to say the least. The musicians that I been working with since 2005 have been varied and very instrumental in getting my message across to my audiences. Some musicians can be, like myself, chameleons and can delve into my many projects with the spirit I need for that moment. Some are exact and perfect with a certain style and sound that only they can bring to the table. All in all, each phase of my career is reflected in the choice of artists that have lent their skill and their talent to me.

www.allanharris.com

Javon Jackson

Tenor saxophonist Javon Jackson came into international prominence touring and recording with the legendary drummer Art Blakey as a member of his band, Art Blakey and the Jazz Messengers. Symbolizing a new generation of musicians that blended tradition with neo-jazz, Jackson went on to release fourteen recordings as a band leader and tour and record over 135 CDs with jazz greats including Elvin Jones, Freddie Hubbard, Charlie Haden, Betty Carter, Cedar Walton, Ron Carter, Donald Byrd, Dr. Lonnie Smith, Richard Davis, Bobby Hutcherson, Curtis Fuller, Joanne Brackeen, Stanley Turrentine, and Ben E. King. In addition to his performance schedule, Javon Jackson is a highly sought-after jazz educator, conducting clinics and lectures at universities throughout the United States and abroad. He served as Assistant Professor of Jazz at Long Island University (1996–1998) and in the Conservatory of Music at Purchase College (1999–2007). In 2013, Javon accepted the position of director of the Jackie McLean Institute of Jazz at the University of Hartford.


He knew he wanted to be a jazz musician when he was a kid.

My parents played lots of music in the house from the Four Tops to Miles Davis: black music. My dad’s favorite musician was Gene Ammons, and I also heard Sonny Stitt and loved his playing, I was thirteen. . . . Stitt came to Denver, my dad took me backstage, I was thirteen and watched that first set and I said, “I’m gonna do just what he does, he travels the world, makes records and lives in New York City.” Later I became aware of Art Blakey (“Bu”) and Wynton Marsalis (he was in Art’s band). My goal at sixteen was to play with Bu. I met Wynton’s brother, Branford, later because I met (their other brother) Delfeayo, who was with me in an American marching band. We were marching and Wynton and Branford would came to see their baby brother. I got to be close with him. Branford came to visit and met my parents. He told my parents that it was a good idea for me to be a musician. I had a scholarship at Denver University, but after one semester I transferred to Berklee. I got a gig working with Bu, thanks to Donald Brown. Mom wanted me to stay in school, but I told my mom I’d go back and get my degree. I couldn’t do Bu and school, I failed . . .

With his sights set on the jazz mecca, New York City, Javon zeroed in on a few musicians to meet.

When I got to New York I looked at five people whose careers I respected: Jimmy Heath, Benny Golson, Ron Carter, Rufus Reid, and Kenny Barron. They were very successful, had families, teaching, looked like they had a nice lifestyle. I started to hang out with all of them. They helped me become the individual I am. Kenny is such a hard worker, dedicated, Benny is professional, Rufus, a good team player, and Barron is so consistent, and Heath

has simple, insightful knowledge. In their own way they don’t put themselves about the music. Young people should remember no one person is bigger than the music and don’t be afraid to ask questions, ask if you don’t know. I’ve learned from so many people . . .

www.javonjackson.com

Mikael “Mika” Karlsson

Mikael Karlsson moved to New York City from Sweden in 2000 and graduated summa cum laude with departmental honors with a master’s degree in classical composition from the Aaron Copland School of Music in 2005. Karlsson writes music ranging from modern ballets at major opera houses to chamber music, operas, and orchestral music. His music has been performed at Carnegie Hall, (Le) Poisson Rouge, Vienna State Opera, Lincoln Center, MoMA, the Ecstatic Music Festival, and the PROTOTYPE festival. His pieces with celebrated choreographer Alexander Ekman have premiered at the Royal Swedish Opera (Midsummer Night’s Dream, 2015), the Oslo Opera (A Swan Lake, 2014), the Semperoper (COW, 2016), and the Paris Opera Ballet (Play, 2017). His many collaborators include ICE, ACME, Mivos Quartet, Claire Chase, Callie Day, Anna von Hausswolff, Lykke Li, Mariam Wallentin, Alicia Keys, and Lydia Lunch.

I decided to become a musician when I dropped out of law school at twenty-one, it was very late. But I was concerned that I couldn’t make a living (as a musician, not as a lawyer). [He laughs.] I had fear of the business, itself, didn’t know if I could turn it into a career. I never took being a musician seriously, found it interesting, listened to film composers. Had a few tools to see that I could turn it into a career. I was crazy about Michael Nyman, a film composer, and others. There was a different way [of composing] in Europe than in the states, not like John B.

Williams, they are more eighteenth-century, quiet pieces. . . . I went to China in 1997. Beijing, it was unbearably hot, so I put on Nyman [listened on headphones] so it became a bearable experience. I played pop piano before I quit law school. The hardest thing was my first lesson with a Latvian teacher. She put a Mozart sonata (I didn’t know that existed) to read something and play it, I thought she was joking. I didn’t have to learn meters in pop, no shape, so it was an excruciating hour that I couldn’t get through the music. She was honest and said, “Come back next week. What do you want to do with this?”. I said I wanted to write music. That was the first time I admitted to myself I wanted to do it. Then I started tinkering on the piano and would play my music for a friend who would give me a critique. I took lessons with her for three or four years. First time I voiced that wish to myself. I would record ten seconds on a tape recorder, I only had fragments, then I would play for my friend Pernilla. . . . I know how pop tunes went but didn’t have to learn meters, key signatures, just saw the shape of that music so I figured it out. . . . I wrote for the process itself, I didn’t know where that would lead me. I thought I would make an EP to hand to people.

To support himself, Mika took odd jobs. “I was working for a liquor store to pay for piano lessons. I was wasting time and money in law school . . .” He was passionate about music and knew he needed a change. His reason for moving to the United States was to attend a university that was dedicated to music.

In Sweden, all applications are centralized, and there was no way I’d get into a school there, only two spaces/positions for composition students at the Royal Academy of Music/year and I knew I’d never get it. My piano teacher suggested that I apply in the States, there were more

positions and less expensive ones. Arizona lost my application; New York City seemed like an interesting place to become a new person. Starting at twenty-five I needed to go somewhere where people didn’t know I was just starting. I got into Aaron Copland School of Music–Queens College. I was put in remedial theory because I didn’t know anything (it was for my undergrad, it’s easy to get in there but harder to stay).

www.mikaelk.com

Paula Kimper

Paula M. Kimper has been active in New York City for thirty-five years as a composer of opera, theater, dance, film, and song. Her first opera, Patience & Sarah (Lincoln Center Festival 1998), was commissioned and produced by American Opera Projects. The Captivation of Eunice Williams (Reid Theatre, Deerfield, Massachusetts, 2004) has been seen at The Smithsonian National Museum of the American Indian, in Washington, DC, and toured the Balkan region in 2008. Truth: An American Opera About Sojourner Truth (Academy of Music, Northampton, Massachusetts, 2012) appeared in the New York International Fringe Festival in 2013, and at Riverside Theatre inside Historic Riverside Church in 2014. She was one of five inaugural participants in the Columbia University Community Scholars Program. “Here is a Place” was commissioned by OPERA America for The OPERA America Songbook to commemorate the 2012 opening of the National Opera Center in New York City. One Art was commissioned by soprano Laure Meloy, who stars in the one-woman opera/cabaret based on Elizabeth Bishop’s life and poetry. Paula Kimper Ensemble is sponsored by Fractured Atlas and is in the New York Opera Alliance. Her complete catalog can be found in the Loeb Music Library of Harvard University.

Before finding her way to opera, Paula Kimper came to New York City for a different musical experience:


I moved to New York City in 1979 and went into the pop-music field, into songwriting, and I had a small band for about five years where I wrote all the songs, but they never connected with a singer who could present them. I’m not a singer; I played piano. That evolved naturally into stuff, using a custom synthesizer in my own studio, and I could do it all by myself. That led me into film scoring and doing music for theater. Listen, you say you decide to change genres; I don’t think of it as a decision before it happens, it is almost like it happens, then you decide to follow it. It feels like you are being shuttled through a process, then you never know where it will lead. While you are doing it, you just know it will lead somewhere, but I never thought I’d write an opera. I liked opera, and I listened to opera broadcasts, and I was in opera in college where they needed stage bands. I played in the orchestra, and I always thought it had too many notes, and I never thought that I could write all those notes, but I’m older. You really can sit longer, and things build up, and you can write all those notes.

www.paulakimper.com

Dorothy Lawson

Canadian-born cellist Dorothy Lawson comes from the world of classical orchestral and chamber music, with a doctorate from Juilliard, a career in Vienna, and performing experiences with such well-known musical organizations as the New York Philharmonic, the American Symphony, and the Orpheus Chamber Orchestra. In contrast, she performs regularly with modern-dance companies and figures such as Mikhail Baryshnikov and the White Oak Dance Project, as well as new music groups such as the Bang on a Can All-Stars. Lawson is a founding member of New York’s premier new music string quartet, ETHEL.

“You pick it up [a musical instrument], and sooner or later, you’ve been doing it all of your life.” Her story is not unusual. “I picked up

the cello at age nine, not that young. For me, there was something healthy that it was a choice that I made.” She knew right away that she wanted to be a classical musician.

Classical music was the language in my household. My parents did not listen to popular music on the radio and never bought any. I grew up loving classical music, and then I was offered a chance at school. I was happy, and my parents were very excited. They did not push me. It just became part of my life and part of my sense of myself that I never considered giving it up. It was a very satisfying experience. I got good feedback from people, my teachers, and I was encouraged all the way along.
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