












































with oil, “The Football Game,” at 13.

“Before 1 was 16,” Shorter said, “I listened
to the radio a lot, especially ‘Make Believe
Ballroom.' 1 remember hearing bebop—
Charlie Parker, Dizzy Gillespie, Monk—in
'46 and '47. And in my third year of high
school, I began hanging out a lot at the Adams
Theater, around the corner from Arts High,
and seeing Duke Ellington and Basie and Stan
Kenton and Dizzy’s big band. They had huge,
shimmering curtains—I remember Illinois
Jacquet would be playing behind it, then it
would open.” (Wayne sings a flamboyant Jac-
quet line.) “Dizzy’s band would play Things
To Come. And I said, ‘This is the shit.'”

After counting 53 absences in one year,
Shorter’s high school authorities called in his
parents, discovering he had forged 53 excuse
notes, and further discovering his fascination
for the jazz being played around the corner. A
music teacher named Achilles D’Amico of-
fered to take the truant painter under his wing
and make a musician out of him, though he
only had one year of high school remaining in
which to minor in music.

“I didn't know anything about harmony,
just ear stuff. But I remember one thing
D’Amico said: ‘I'm going to play three rec-
ords. This is where music is going to go." And
he played The Rite Of Spring, a Charlie Parker
tune and Xrabay by Yma Sumac. And his class
was hard—modern harmony, orchestration,
terminology—1like, where do the oboes go, the
range of all the orchestral instruments.

“And then I got a tenor, a big, high-pitched
kind, and at that time me and some other guys
formed a band called The Group, varying
from nine to 13 pieces. I was really under-

After graduating high school with dual hon-
ors in music and art, Wayne worked one year
at a Singer Sewing Machine factory, saved
$2000 and passed the entrance exams for
music education at NYU. He went there four
years, from January 1952 through 1955, trav-
eling a daily commute from Newark.

“It was a Bohemian atmosphere in Green-
wich Village, with Marlon Brando, James
Dean and Anne Bancroft walking around. I
didn’t know them, but I used to go to Birdland
every chance I got. I'd get home at two in the
morning, then get up at five and go to class
again. I made $23 a night working on week-
ends with Nat Phipps’ band, and I wrote 23 ar-
rangements. When the mambo was really hit-
tin’ it, I wrote Mambo Moderato and Mambo
X. And Horace Silver published one of the
first things I wrote, Africain.

“One day 1 was in Teddy's Lounge after
school, sitting with my schoolbooks and hav-
ing a taste. And Stitt was there—he remem-
bered me and said, ‘Wayne, go get your horn.’
And we had a battle on Charlie Parker’s Don-
na Lee, took turns soloing. This went on quite
a while, first a whole chorus, then eights,
fours, twos, then one . . . the audience was on
their heads. Stitt was playing very smoothly,
all the transitions, while I was going for the
originality, off to the side—I didn’t play jerk-
ily, but I had to say it and make it count, in
and out of keys, till people said, ‘Tricky!
Cute!' I always said to myself, ‘Make it count
when you play.’ And I think Stitt must have
told people, ‘There’s a bad cat in Newark.'”

Living in Newark, Shorter was able to visit
52nd Street often—"I used to see Bird at Bird-
land, and once when he wore his pinstriped

with him on my furlough. So I did about three
gigs with Horace while I was still in the Army,
but [ didn't get to record with him.”

Later, after he joined an all-Army band and
shifted base to Washington, D.C., S}gbner be-
gan hanging out at Abart’s: “I saw ‘Coltrane
with Miles, they both had dark glasses on. A
few years before, he was still getting himself
together, leaning against the wall, stumbling
and lunging after some new shit. But then he
was getting out of his dope problem, and at
Abart’s, Trane was really cooking, leaning
into the microphone, saying something.

“Then, after I got out of the Army, one
night there was a jam session with Lee Mor-
gan and Coltrane, just before Sou! Trane came
out. They asked me to come up, I had my
horn, and we played Night In Tunisia. Oh,
man, that tore the place up. And at intermis-
sion Trane called me back into the kitchen,
and said, ‘You're playing that funny shit like
me, all over the horn.’ And he invited me by
his house, at 103rd and Broadway. When [
was there, he played a little thing on the piano
over and over, the chords to Giant Steps, aug-
mented thirds. Then he played it on the horn,
zoomed through the shit all different ways of
upside down and inside out. And he had a mir-
ror, he would stand and look in it while he
played. The first thing a teacher will tell you
is to look in the mirror and keep your fingers
close. Bird did, Trane did, Hank Mobley kept
them close. Sonny Rollins can do both, keep
his fingers close and far away. Make a note
pop. But Trane made his notes pop with
keepin’ them close [he sings a rapid mimic of
Coltrane). With Sonny Rollins, it’s his West
Indian shit—he hits the keys like they were

“People used to talk about us . . . say, ‘Man, you’re crazy, you're weird.’ But | didn't even lift
my little finger to be crazy or weird or out. Anything you can imagine can happen; the flesh
is not separate from the spirit.”’

weight. I'd just run out of the house and to the
rehearsals. We played every Dizzy Gillespie
arrangement, just from his records. And our
trumpet player couldn't play the high parts, so
I played his part on clarinet. Remember Stan
Kenton's Peanut Vendor? 1 played that broad
spread, and that’s why I have a nice, broad
spread on soprano now, because I tried to
make that clarinet as wide as a trumpet.”

One day The Group was engaged in a con-
test against a band led by Nat Phipps. “We
thought bebop was very special, so my brother
Alan would play his horn with gloves on.
We'd come in there on a sunny day with
galoshes on, wrinkled clothes; we thought we
had to have character. Alan brought his horn
in a shopping bag. We'd make chairs into
makeshift music stands, set blank sheets of
music paper down, then go through all the ar-
rangements by heart. And it shocked the peo-
ple, you know. We won the contest.” (Shorter
later gigged extensively with Phipps.)

“After I had my tenor just a year, Sonny
Stitt’s manager called me and said Stitt want-
ed two of the best players in Newark to stand
alongside him on certain numbers during his
gig. I was nervous because I could only play in
the keys of C, B-flat and G, and I was just
working on E-flat. So Sonny says, ‘Okay, we're
going to play a blues in E-flat.’ And I thought
I'd better find the right note to thrill every-
body. And the people loved it. Then Stitt
asked me if I wanted to go play New York
with him, but I was still in school.” He simi-
larly turned down a contract with Savoy: “The
union lawyer told me not to sign it, that I
wouldn't get a cent, that I should wait.”

16 O down beat

suit working for Norman Granz.” And he
jammed with musicians like Walter Davis:
“He played piano just like Bud Powell. And I
watched Bud, too, jamming with Lester
Young, and Warne Marsh with Lee Konitz,
and Sonny Rollins with Miles,

“[ used to wish I could play the horn the
way piano players played, like Bud. I'd strain
my fingers, ache, knowing I was hitting new
ground. I wished I could play like a violinist
and get those jumps like Trane was doing near
the end [he sings two notes separated by a wide
interval, very fast). It's really hard to jump
those tenths, man, and close up that air space.
And to make it a part of the music. You have
to have a combination loose and tight embou-
chure for those jumps, and time it with your
feeling, and then it will happen. But if you try
to make it happen, no good—it sounds like an
exercise.”

Just as he was getting to a point of “noticing
the little influence from what 1 was doing be-
ginning to permeate through more people, I
was taken into the Army. And I said, ‘Oh,
shit!"”

A crack rifleman, the best among three
companies, Shorter was asked to remain in the
Army a third year to teach marksmanship. But
he ended up in Special Services, memorizing
more than a hundred marches to play with an
Army band.

“I started going to the old Blue Note in
Philadelphia on weekends, and one day
Horace Silver spotted me and asked if I had
my horn. I said yeah, and I knew Horace's mu-
sic, so I just played the parts, soloed, every-
thing. Then he asked me to come to Canada

steel drums.

“I was playing gigs with the house band at
Minton’s, and Trane would call up and say,
‘Are you coming over today?’ We did this con-
sistently, and we'd play for each other, and
Trane would say, ‘Here, play my horn,’ and
his horn was easy to play—mine was hard. He
had a mouthpiece you can’t get anymore, a
brass Otto Link. Don Byas and Ben Webster
played one like that. 1 remember meeting
Coleman Hawkins later on when I was on tour
in Europe with Blakey—we'd sit on the bus
and talk about life.”

In 1959, Wayne met Josef Zawinul, fresh
off the boat from Vienna, and Slide Hampton,
who were both in Maynard Ferguson’s band.
They invited him to audition for the vacant
tenor chair. he had to compete with Eddie
Harris and George Coleman! Shorter won, but
he only stayed four weeks: “We were at a Cana-
dian jazz festival, and the Jazz Messengers
came on. And they were modern-looking and
sounding, but they had no tenor player—
Hank Mobley had gone. Blakey was playing
Monk’s tune, Evidence. Blakey would say [he
continues, imitating Blakey's gruff woice],
‘We'd like to play a tune by the high priest of
bop. He calls it Evidence, but we call it Jus-
tice.’ Lee Morgan saw me from the bandstand,
and after the set he came running over and
said, ‘Hey, Wayne, you want to play with us?’ 3
And I said, ‘Shit, yeah!'" )

Thus ended Shorter’s and Zawinul’s brief &
early association: “After that, we'd hang out
whenever we saw each other; we'd go next
door to Birdland, to the Green Lantern, and §
play the jukebox and talk about music.” But 8
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	:reedom of Expression

	Ovation string Offer

	Save 50% on Ovation strings.

	String Set

	Ovation string Offer-Save 50%.


	OVATION STRINGS

	education in jazz

		by Clark Terry


	“Hello, Sid? I need bass, guitar, Rhodes and drums for Saturday night.”

	Ugly And Ig’nunt

	Hardly Mercenaries

	Praise For Dr. Bill

	Promotional Joker?

	Santamaria Capsized

	Great Experience



	YAMAHA SAXOPHONES

	MON

	FLORA PLAYS COUNTY JAIL


	"A" TRAIN JAM-BOREE

	WICHITA SWINGS

	by conrad silvert



	v

	T

	DON PULLEN by arnold jay smith


	BARRY HARRIS

	by alien lowe


	F

	JOHN GUERIN

	by sam bradley

	Q


	RAN BLAKE

	by len lyons


	GAYLE MORAN

	by howard mandel


	DOUG EWART

	by john litweiler


	J. D. PARRAN

	by gregory j. marshall


	KIM RICHMOND

	by lee underwood


	FRANK VICARI

	by herb nolan


	MARK COLBY

	by arnold jay smith


	EDDIE HIGGINS

	by arnold jay smith


	DICK GROVE

	by lee underwood


	BOBBY LEWIS

	by john mcdonough


	p

	JERRY COLEMAN

	by john mcdonough




	HOHNER. MORE THAN JUST THE WORLD’S REST HARMONICAS

	WILLIE PICKENS

	by tim schneckloth


	DALE

	CLEVENGER

	by larry birnbaum

	BALDWIN


	LARRY COMBS

	by larry birnbaum


	RHYTHM MACHINE:

	Motion music from the Fania All-Stars.

	TAL FARLOW

	BARNEY KESSEL	

	JACK DeJOHNETTE 

	MEL LEWIS

	JOHN HANDY

	GEORGE DUKE

	DIZZY GILLESPIE

	MAYNARD FERGUSON

	ALICE COLTRANE

	John Handy


	Join the people who’ve joined the Army.


	caught...

	Weather Report: Turbulence in St. Louis ...

	Williams and Taylor: Cumbersome Embrace . . .

	Fox Theatre

	St. Louis, Mo.


	One of our237mouthpieces is probably just right for you. If not, well make one that is.

	MARY LOU WILLIAMS/ CECIL TAYLOR

	Carnegie Hall New York City



	JAZZ AIDS

	by Jamey Aebersold and Others

	BASS BOOKS

	JAZZ SOLOS—TRANSCRIPTIONS

	DAVID BAKER BOOKS

	" COMBO ARRANGEMENTS

	PIANO BOOKS

	TO ORDER

	Jeff Lynne Electric Light Orchestra 



	Enter a new concept in instrument amps: Voicing™

	You gotta hear it.

	Q

	n JAZZ AIDS

	FOUR EXCITING ADDITIONS . . .

	by Dr. William L. Fowler


	“A


	JE Apply

	Now . . .

	W

	Under the direction of Donald Byrd Courses of study include:

	•	Jazz history

	•	Arranging

	•	Improvisation

	•	Jazz and blues ensembles

	•	Business of music

	Blackbyrd’s Gold Series

	FIRST CHORUS


	db music shop»

	Techniques of Improvisation:

	Jazz Improvisation Method For String Instruments:






