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Wax Poetics Japan No.11 (8/31 release)
Tom Browne interview ENGLISH TRANSLATION

1. It’ s been about ten years since your last album “R ‘N’ Browne”
came out in 1999. | heard you took a position as a captain of
Continental Airlines in 2000. Why did you get away from music business
for a while? What made you make that decision at that time?

Ans.First, | have been flying professionally since 1988 at which time |
was a co-pilot on a small regional airline called W.R.A. In 1989, |
was hired as a Captain for a charter company flying executive
aircraft.

The position that | took in 2001 as a was with Continental Connection
and was done because of two reasons; first, | wanted to fulfill a
|ife long dream of being an airline pilot before | became too old,
and and finally | was unable to sustain financially on revenues
solely from the music business. | continued as an airline captain
with a Fed Ex Feeder company named Mountain Air Cargo until January,
2008.

2. You got a private pilot license in 1973 and you have actually been
working as a pilot from the late 80" s. | think it’ s very unique for
a musician to become a pilot. How do you handle two completely
different jobs at the same time? How do you balance them out?

Ans. | am a type A personality; The music has always filled a void within
me for creativity, but the aviation career allows an avenue for my

drive for precision. Balancing them is a difficult endeavor because

both careers really require full time attentiveness in order to

develop. |t was for this reason that | decided to return to full time
music only as a career in these later years

3. Let’ s talk about your career in music. You started playing the piano
at the age of 11, and you started to play the trumpet after that. How
did you start playing the trumpet? Was that what you really wanted to
play besides piano? because | don’ t think the piano and the trumpet
have much in common, and | don’ t really know anyone who plays both

Ans. Actually, the piano is a required foundation in all collegiate
music performance majors programs and forms an excellent foundation
regardless of ones primary instrument. It facilitates musical
composition and harmony, arranging and a host of other skills
Although | did start on piano, my found love was trumpet. There was
something about the regal sound of it; the pomp! | was a classical
player long before | was introduced to jazz



4. How did you learn music? Did you take special education in music? Who
did you learn music from? Could you name some of the musicians or
composers that you learned music from?

ans. In junior high school, | won a scholarship to study with Murray
Karpilovsky, the principal trumpeter for the NBC orchestra while
under the direction of Arturo Toscanini circa 1958 or so. | also
attended The High School of Music and Art which so many wonderful
players also attended. Some were Noel Pointer, Marcus Miller, Dave
Valentin, Janis lan and too many others to name.

My learning in jazz actually came while listening to great players in
the clubs; players like Freddie Hubbard and Richard Williams who
frequented local clubs in my home town of Jamaica, New York

5. | heard your first gig was in the club in Queens named Vil lage Door
and you played in Weldon Irvine’ s band and it was some time around
1975. | also heard Irvine was the man among musicians at that time and
that everybody loved him. He knew not only Jazz but also a whole lot
of other music, and he was charismatic even in club music scene. He
passed away in 2002 (R.1.P.) but could you talk about him a little?
What do you remember about him?

Ans. Weldon had the unique ability of being able to see undeveloped talent
in the youth and nurture it into cohesiveness. | suppose my fondest

memory of him is his talent for unifying and focusing the many

different egos and personalities that worked with him; Marcus Miller,

Don Blackman, Lenny White, the Breckers, Bernard Wright and a host of
others. He also was a uniquely gifted arranger.

6. Marcus Miller and Bernard Wright were among the famous musicians who
were with Irvine at that time. Are you still connected to these
peop | e?

Ans. | see Bernard from time to time when o the road, but we have all
pretty much gone separate ways for one reason or another. The last
| saw of Lenny White was when we were label mates on Hip Bop records

7. You worked with Sonny Fortune on his “Infinity” , and started playing
in Ronny Smith’ s band. You also have worked with famous musicians

|ike Freddie Hubbard and Woody Shaw. Which gigs you still remember the
most? Who influenced you the most? |’ m pretty sure that you remember
every gig in some kind of way and there are a lot of musicians you got
the influence from but could you tell me some of the story?



Ans. Truthfully, except for mainly the older jazz players, the musical
characteristic of “having a signature sound” is a lost art. | find
this true even with folks l[ike Wynton Marsalis, a great player. Once,

a musician would start to play and a listener instantly knew who it

was by the characteristic of their sound and style. Sonny Fortune is
one of those remaining players, as was Woody Shaw. The gig that |
remember most was one at the Village Vanguard in NYC around 1976 while
with Sonny’ s band. Woody Shaw was invited to play. | was flawed to hear
a man approach the cornet in a manner unlike any other player that |
had heard, playing a parallel to John Coltranes “sheets of sound” on
brass and yet unique in his approach. There was....and still is ...only
one Woody Shaw.

8. You signed to Dave Grusin and Larry Rosen’ s GPR Records with the help

of George Benson and Ear| Klugh, and you released your first album
“Browne Sugar” in 1979. How do you see your first album when you

look back now?

Ans. | view my first album as “immature, but sincere.” Quite
honestly, it seems that no sooner do | release a record than |
wish one hundred things had been played differently. My trumpet
tone seemed too “brash and hard” back then. All | can do is
move forward.

9. Your “Funkin’ For Jamaica” became a huge hit and topped the
billboard R&B charts and also number 10 on UK top charts. You became a
superstar not only in Jazz/Fusion but also in Black Contemporary. The
song is so influential that people still listen to it and sample it.
How did the song come about? How did you get the idea of that song?

Ans. At the time that Funkin’ For Jamaica was written, the album
“Love Approach” was almost finished. Grusin and Rosen felt
there was still something missing; a “void” on the record. |
remember working at home with this bass line and groove that |
had. When | showed it to Bernard Wright (in the studio a few
days later,) he said “oh, | dig!” With Grusins keyboard
harmony, it all came together. | then asked Toni Smith (the
girlfriend of a keyboard player | was working with) to compose
lyrics. Arista Records, the GRP distributer, didn't view the
song as anything much initially, but changed their tune when it
caught on. The song was nothing more than a Jamaica, NY “cats”
jam session on a groove. |t became the signature of Jamaica, NY
because it was the sound of the young Jamaica NY players



10. You released “Magic and “Rockin’ Radio” and both made a hit.
but in the late 80’ s, you became busy with the job as a pilot and you
were not so active in creating music as you were before. Like | said,
you’ ve been away from music business since 2000, you came back to
music business in 2008. What made you do so? Were there specific
reasons why you restart doing music?

Ans.When | first signed with GRP in 1978, | was asked to simply
create music. After Funkin For Jamaica, | was asked to “make
hits” , a different scenario. It was no longer about a variety
of creativity, but rather about following a formula that worked
before. | feel that this was not so much the fault of GRP, but
rather the money fueling the projects; Arista. In fact, Arista
purchased my contract from GRP in 1983 (I think) for the very
reason of pursuing more hits. Eventually (around 1985) after
several failed records using other producers, both Arista and |
became disgusted with the relationship. | left the label in '86
| really did not heavily seek a deal after that; the last few
years had left such a horrid after taste. | made one final album
as a christian musician for Malaco Records, and then pretty much
abandoned my music career for what was supposed to be my first
passion, flying. In the mid '90s, a former acquaintance started
a record label and showed a genuine interest in me. | made
several records for Hip Bop, spanning into the early 2000s. All
during this time, | held on to aviation as my stable source of
income. In 2008, circumstances and a questionable economic
future mandated consideration of a career change. | decided that
| would give one hundred percent to make this music career work

11. You did a tour with Roy Ayers and Wayne Henderson and Lonnie Liston
Smith in 2008. You actually came here in Japan. How did the tour go?
What was it like to work with those big artists?

Ans. | work with Roy, Wayne and Lonnie all of the time and
consider them to be com padres rather than “big artists.” The
tour went well.

12. You came to Japan in 2009 to perform in Mt. Fuji Music Festival that
Teruo Nakamura produced. You performed as a guest in Groove

collectives. How did you and Mr. Nakamura and Groove Collectives meet?
How did you build a relationship with them that you guys have now?



Ans. Teruo introduced me to Groove Collective at the inception of this
record. My relationship with Terou however, goes back to long

before | signed my first record deal. | first met Teruo in the

mid 1970s in our mutual hometown of Jamaica, NY. Both Teruo and |
frequented several jazz clubs that were in existence around the

area at that time. Teruo was one of the many established

professional band leaders that called Jamaica “home” in that
period.

13. Your new album is produced by Mr. Nakamura and co—produced by Jay
Rodriguez. You worked with Jay on his new “Brooklyn Connection”
album. What kind of musician do you think he is?

Ans. Jay is, in my opinion, a phenomenal player; one who is not
restricted to the standard “cliches” of so many of todays
popular saxophone artists

14. Fred Wesley, who is one of the biggest names in Funk music, did his
thing on your new album. When did you meet him? Have you guys known
each other for a while?

Ans. The CD recording date was my first (but hopefully not last)
meeting with Mr. Fred Wesley.He happened to be in town recording
and graciously accepted the invitation to perform on the CD.

15. | think this album shows what you have been doing. By that | mean
it” s a nice mix of Jazz, Fusion, Soul and Funk, and you did it just
right How did the idea of this album come about? What kind of music
did you try to create?

Ans. Thats the nice thing about this CD, and | haven't felt such
contentment since my early GRP days. We weren't trying to

create anything. We were just being ourselves in a variety of
music composition environments. What you are hearing is simply
how we each “vibed” in a particular situation. The outcome was
not a pre-planned one.

16. This album contains something mellow like “Lament” , something urban
like “Freeway” , something groovy |ike *“(East)Kakalak Swang” and
something funky like “Soul Strut” . They are very relaxing and
comfortable to hear. But | think musicians have to try not to sound

like they were music from 80" s and 90’ s and try to do new stuff and
chal lenge yourself. Did you try something new in order to make it

sound like it’ s produced in 2010 on the album?



Ans. Many of the songs that | presented were actually written decades
ago. | considered trying to “update” the sound, but the truth

is that the sincerity of the song would have been lost. |t just

felt best to present it as is and see what happened whether

it had a “retro” sound or not. We weren't going for “2010.”

17. On “(East)Kakalak Swang” , you used synthesizer play and drum
programming besides the trumpet and Flugelhorn. Is this kind of
production what you have been doing for a while?

Ans. Just as Jamaica Funk was a tribute to my former home-town,

“Kakalak” recognizes the characteristic of my current residence
of Garner, North Carolina, a “seemingly Andy Griffith” type of
place that actually has rooted some of the worlds best jazz
musicians |ike John Goltrane and Dizzy Gillespie. To answer your
question, yes, sequenced drums and synthesizer parts were the
norm on most of my previous records although that was not my
foundation. There is a (limited) place for such, but not the
entire project.

18. You did a cover of “I’ |l Be There” . Is this meant to be a tribute
to Michael Jackson?

Ans. It was meant to be “reflective.”

Most times (with a super-star,) the public gets caught up in the
greatness of ones accomplishments and notoriety. Dr. King said it
best, however; we should be judged by the content of our
character; the progression toward a greater good and not just how
famous we are. We should be remembered for the Godly mark we
leave on this earth. In that respect, | would like to hope
favorable thoughts regarding Michael Jackson. | do know that

when my time of death comes and | stand before God, what | have
done “musically” is going to matter very little!

19. “Three Chords And Truth” is very spiritual Jazz—Rock song and your
trumpet is sounding very nice. You put DJ Logic’ s scratch on this

one. What was it like to work with musician who jazz musicians don’ t
usually work with?

Ans. There is a connection between jazz and hip—hop; each swings in a
a culturally rooted sort of way. With that, it is possible to

take a track like “Three Chords” (which is reminiscent of Miles
Davis’ “Nefertiti” ) and weave in a hip hop element. |t works

20.What’ s your plan in the near future? |s there any tours that you
trying to putting together?



Ans. | have many concerts scheduled for the remainder of this year.
| would hope that the release of this CD would generate
opportunity to share this music with the Japanese audience
sometime in the not too distant future

21. Any messages for your fans in Japan? any specific points that you want
us to listen to on this album?

Ans. A very sincere “thank you” for your continued support for jazz
music. You, more so than the U. S.audience, have kept so very

many fine players hopeful for the future of this music.

Thank you for your time!



