


























out the best representation of what I could do. Of course, I was
doing that in the '60s also, so I shouldn't say that. I mean, when I
was with RCA, I had access to the RCA studios up on 24th Street,
and I used to go by there 24 hours a day, you know, whenever I
wanted to, and practice. Then, I also was able to do a lot of differ-
ent tracks. I remember I was up there with George Avakian, who
was producing me at that time, and I had the option of doing as
many tracks as I wanted to—he deferred to me. So that was
something I started doing before. But in the *70s, I also wanted to
have that kind of control. I always wanted to have control, of
course, over what I did, for one thing because I wanted to make
sure that what came out was the best representation of Sonny
Rollins, and I thought I knew what that is. Now, I might not be
perfect in that. Some people hear things in my playing that I don’t
hear, you know. But nevertheless, I felt that I wanted to be able to
have the final say in what came out. So it was something that I
had always been trying to do, and I did get that amount of autono-
my at Milestone, yeah.

BB: Is there something you haven’t done yet as a recording artist or
as a soloist?

SR: Well, I hope so. Because if not, I would probably head for the
graveyard. I mean, I hope there’s a solo that I haven't played yet.
As a matter of fact, I am trying to get to something that I haven’t
done before. So as far as soloing, yes, I hope there is. As far as
context, yeah, there’s a lot of playing situations that I haven't
been in yet—many of them. I mean, actually, it's endless.

BB: You've done some orchestral stuff.

SR: Right. I did do one orchestral piece. In fact, I think I might do
that again. There’s been some talk about doing that again next
year. So we may revisit that piece, which is OK.

BB: The album The Bridge [recorded in 1962] was an incredibly
influential record.

SR: Yeah, I like The Bridge a lot. A lot of people like that.

BB: The sound of jazz at that time was harder, much harder, and
The Bridge has an airier texture to it.

SR: Mmm-hmm. I think so. Yeah, I think it was. ... Well, remem-
ber, when I made The Bridge, | was sort of away from the jazz
scene for a while, so I probably didn't reflect anything really that
was happening around me so much. I mean, it was strictly com-
ing from me and the group, you know.

BB: What is your response to the release of bootleg recordings?

SR: The reason why I have been so much against bootleg records
is because I always viewed it as a way that unscrupulous people
are profiting off of the poor, beleaguered musicians. I've never
looked at it in an artistic way. Because most of these records,
nobody gets paid. So I always view the whole industry as people
that are just ripping off the artist. Now, that puts me in a very
funny position, because I feel that way; at the same time, when I
hear something by somebody that I like that was previously
unrecorded, I mean, it really knocks me out. If I heard something
by Art Tatum that was never released, I'd probably turn flips. So
as a listener, it puts me sort of in an ambiguous position.

BB: You recently played [the big pop venue] Tramps in New York.
Is this ...

SR: ... atrend? [lawghs]

BB: Is this a sign of a new direction?

SR: Well, the thing is this: As you know, for career reasons I
decided a long time ago that I wanted to play concerts because it
would just be more prestigious, it would be better for jazz as a
whole, not just for Sonny Rollins. ... It would be better for the
business if jazz musicians of some repute would do concerts,
wouldn’t have to play clubs all the time. So anyway, I decided to
just have a concert career, and that’s what I've been doing for
quite a while now. However, I have been in the habit of playing
the [pop-oriented club] Bottom Line in New York; I used to go
down there once a year or something like that.

BB: And the Beacon occasionally.

SR: Right. Well, the Beacon [concert hall] is sort of a big house.
BB: Do you like concerts because the environment is so much more
your environment?

SR: Yes, that's part of the reason. And the conditions, the back-

stage conditions are much more pleasant—all these things, they
make a difference. Being able to have a nice dressing room and
all this stuff ... I believe in that. Even though there are always
going to be people that say, “Well, gee, why not the good old con-
ditions of being in a smoke-filled, whiskey-drenched nightclub?
Boy, you guys were really playing music then.” You're always
going to get people who say that, or say, “Well, gee, Billie Holiday
was great because she was a dope addict.” I mean, this kind of
mentality is going to be around all the time.

BB: When did you really make the complete transition to concerts
Jrom the club environment?

SR: Well, I would say that outside of the fact that I played the
Bottom Line annually for some years, I have been playing con-
certs probably since the late '70s. So I would say that at least 20
years, give or take a few years maybe.

BB: So, in a sense, there were environments where you were playing
that you would consider as intimate as any club in New York. Yet
Dbeople seem to mis-perceive that as not playing in clubs.

SR: Well, you have to remember: When I did those [engage-
ments at clubs like Bogarts, Rockefellers, the Bottom Line, Great
American Music Hall], I did it for, like, one night or two nights at
the most. So most people conceive of a club as like six nights a
week. If I go to a place like the Roxy, I'll play there for two nights.
I don’t believe I played at the Roxy for more than that. I didn’t
play at the Music Hall for more than two nights. Bogart’s, those
places, maybe one night. Those clubs were one-night, two-night
places. That’s why the perception was also given credibility:
“Well, he’s not really playing clubs, because he’s not there six
nights a week.” Right?

BB: Yeah, exactly. You can play concerts all over the world: would
you want to play clubs all over the world?

SR: Right. Well, I wouldn’t want to play clubs all over the world,
either. Jazz needs some dignity. It needs to be looked at as a seri-
ous, important art form. And if you're going to be playing in night-
clubs, I don’t care what you say, you're not going to get that kind
of respect for it. Not that the respect is even the thing that’s going
to put jazz over the top—I don’t know. But it’s just the idea that if
you're just playing nightclubs, it just diminishes the music in
some kind of way. At this time, in 1997, I think it's just not
enough to be playing nightclubs. It’s just not enough, you know.
It wasn't for me 20 years ago. It’s not proper. If you want to do it,
OK. But you shouldn’t kave to do it. DB

EQUIPMENT

Sonny Rollins plays a Selmer Mark VI tenor, 130 series; a Berg-Larsen metal
mouthpiece, size '¥%/2—a big one; and either a LaVoz medium or Fred Hemke
22 reed. :

SELECTED DISCOGRAPHY

+3—Milestone 9250

OLD FLAMES—Milestone 9215

FALLING IN LOVE WITH JAZZ—Milestone 9179

THE SOLO ALBUM—Milestone 9137

THE COMPLETE RECORDINGS—RCA Victor 09026-68675
MILESTONE JAZZSTARS IN CONCERT—Milestone 55006
SILVER CITY—Milestone 25218-2501

G-MAN—Milestone 9150

HERE'S TO THE PEOPLE—Milestono 9194

ALFIE—Impulsel 224

SONNY ROLLINS ON IMPULSE!—mpulse! 223

THE BRIDGE—BMG/Victor Jazz 68518

A NIGHT AT THE VILLAGE VANGUARD VOL. 1—Blue Note 46517
A NIGHT AT THE VILLAGE VANGUARD VOL. 2—Blue Note 46518
THE COMPLETE PRESTIGE RECORDINGS—Prestige 7-4407
WAY OUT WEST—Fantacy/OJC 337

FREEDOM SUITE—Fantasy/OJC 067

SAXOPHONE COLOSSUS—Fantasy/OJC 291

TENOR MADNESS—Fantasy/OJC 124

WITH THE MODERN JAZZ QUARTET—Fantasy/OJC 011

with Thelonlous Monk

BRILLIANT CORNERS—Fantasy/OJC 026
MONK—Fantasy/OJC 016

AND THE JAZZ GIANTS—Riverside 60-018

with Miles Davis
AND HORNS—Fantasy/OJC 053
BAGS' GROOVE—Feantasy/OJC 245
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	16 45th Annual Down Beat International Critics Poll

	34 Kenny Wheeler

	38 A Great Day In Chicago

	44 Tradin’ Fours:

	JAZZ ARTIST OF THE YEAR

	By Bob

	"I ALWAYS WANTED TO HAVE CONTROL OVER WHAT I DID, BECAUSE I WANTED TO MAKE SURE THAT WHAT CAME OUT WAS THE BEST REPRESENTATION OF SONNY ROLLINS."

	JAZZ ALBUM OF THE YEAR

	REISSUE OF THE YEAR

	BIG BAND

	ACOUSTIC JAZZ GROUP

	ELECTRIC JAZZ GROUP

	BARITONE SAXOPHONE

	PIANO

	ORGAN

	GUITAR

	ACOUSTIC BASS

	ELECTRIC BASS

	DRUMS

	PERCUSSION

	CLARINET

	FLUTE

	VIBES

	VIOLIN

	MISCELLANEOUS INSTRUMENT

	MALE VOCALIST

	BLUES GROUP

	BEYOND ARTIST

	OF THE YEAR

	BEYOND ALBUM

	OF THE YEAR



	A Great Day In

	Chicago

	NIU BOOKS FOR

	JAZZ TOM

	addition to duets with Murray, Bang and Bluiett are collaborations with

	Herbie Hancock & Wayne Shorter

	1 + 1

	Verve 537 564



	Bill Frisell

	Nashville

	Nonesuch 79415



	World Saxophone Quartet

	Takin’ It 2 The Next Level

	Justin Time 93



	Jim Hall

	Textures

	Telarc 83402



	HIP

	TBUKR

	Buckshot LeFonque

	Music Evolution

	Columbia 67584


	The Sign Of 4

	Knitting Factory Works 197


	Bang!

	Truemedia 96731


	Music And Dance

	Revenant 201



	Muhal Richard Abrams

	Song For All

	Black Saint 120161



	Ron Affif

	Ringside

	Pablo 2310-962



	Rudy Linka

	Always Double Czech!

	enja 9301



	Kenny Garrett

	Songbook

	Warner Bros. 46551



	Eliane Elias

	The Three Americas

	Blue Note 53328



	Enrico Pieranunzi Trio

	Seaward

	Soul Note 121272



	Cecil McBee

	Unspoken

	Palmetto 2023


	Alternate Spaces

	India Navigation 1043



	Charles Lloyd

	Canto

	ECM 21635



	CLAUDIO RODITI

	DOUBLE STANDARDS


	Essence All Stars

	Jackies Blues Bag: A Tribute To Jackie McLean

	HipBop Essence 8015



	Grand Central

	Tenor Conclave: A Tribute To Hank Mobley

	Evidence 22175



	Lenny Breau

	Cabin Fever

	Guitarchives 0002



	Kurt Eiling

	The Messenger

	Blue Note 52727



	BEYOND

	REISSUES

	They Owned ’Em

	Miles Davis Quintet

	James Carter

	Little Jimmy Scott with the Paul Gayten Band

	Bill Frisell







