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C:  Today is March 9th.  I am Jim Crooks and this is UNF Oral History Program 

interviewing Professor Bill Prince from the Department of Music. Bill, let’s start off 
with a little background on you, where you came from, and how you got here?  

P:  I was raised in Detroit to a musical family.  My father was a musician, actually a 
successful New York musician, and good writer and arranger, but we are dating 
back to the [19]20s and [19]30s. 

    I was born in 1938, which of course is the eve of World War II.  We were 
living in New York at that time, actually on Long Island, and I used to have a 
different accent then.  My dad was busy in New York in the music world, but 
when the war came along, he was also a pilot; which was his second love you 
might say.  He was a rather short man: five feet four.  As a result, he could not 
pass the physical to get into the military services, which he wanted to do.  He 
was contracted to be a test pilot.  So, during World War II, I do not know too 
many details about that part of his life, but he did wear a uniform of some sort, 
which I remember of course as a very young kid. I still remember the air raid 
practices when you had to black out all the lights, all that sort of stuff. After the 
war, we moved to Detroit where my dad continued in the aviation business and 
kept music on the side.  Detroit, I have to say, was a terrific city for a young 
person to be raised in during that time.  The automobile industry was king.  If you 
think in terms of World War II, you know, we pretty much decimated Germany 
and Japan and their capacity to build automobiles, so we kind of owned the world 
at that time.  Detroit at that time enjoyed the highest ownership of private homes.  
Only Tulsa was ahead of us in that category. 
 Well, as things changed and evolved of course, Japan and Germany got 
back on their feet and competition came in.  Detroit started to decline and 
deteriorate.  As a young person interested in music, it was a terrific place during 
the days of live television.  I’ve told my students this story quite a bit.  I had the 
benefit of watching a Saturday afternoon two-hour show. This is in the early days 
when television was all live, no tapes—they did not exist yet—and the show was 
kind of patterned similar to the “American Bandstand.”  The kids would get up 
and dance to a record.  But to fill two hours they also invited all of the traveling 
musicians to come in and play on this program.  Now, if you put this in the time 
zone, this would be in the 1950s.  I got to hear on my local television, Charlie 
Parker, Dizzy Gillespie, Clifford Brown, Oscar Peterson, Buddy DeFranco, and 
the list just goes on and on.  I had a friend who worked at the station—it was 
WXYZ in Detroit  – and so I was able to go down there and meet a lot these 
people and hear them first hand.  I was too young to go into the night clubs, 
where they were playing, and so for me it was a no brainer.  Music was it; that 
was going to be my life.  As I grew, I began working with local bands around 
Detroit.  There were a set of excursion boats called the Bob-Lo Boats, which ran 
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from downtown Detroit to a Canadian island, an hour and a half trip down the 
river, seven days a week, three trips a day.  I played on those boats for two 
summers.  That was one of the smartest things I ever did, because I got, as we 
say, my “chops” together.   
 I played trumpet at first but I started messing around with other 
instruments like the saxophone, the clarinet, and the flute. They all kind of 
worked out, came together, and I also developed an interest in writing and 
arranging music.  I never understood why other musicians could not write.  It was 
just a gift that I have, but I did not know it at the time.  So I did writing for local 
bands, played, and went to Wayne State University.  This was peacetime; there 
were no wars going on, but we still had a military draft.  The way to avoid going 
into the military was to go to school, so I earned a Bachelors of Science in Music 
Education at Wayne State.   
 During my senior year, however, I did a very dangerous thing.  Pee Wee 
Hunt called me just as I was finishing up my student teaching.  At this time I still 
needed another semester or so of class work.  Pee Wee needed a trumpet 
player and asked me to join him.  Pee Wee Hunt was a very famous person at 
that time – he had some hit recordings:   one was “Twelfth Street Rag,” another 
one was “Oh.”  I said, yes, hey, take me!  So I went on the road for the first time.  
I was twenty-one years old.  With Pee Wee Hunt [for] three months, we did 
mostly one-nighters and a few of what we call sit-downs where you are in the 
same place for a week or so.  We went down to Texas and back to Pennsylvania, 
New York, Virginia, Michigan, Ontario.  It was the life of a musician on the road.  I 
found out [that] I truly enjoyed it.  I loved to travel and I have never lost that 
spark.  Well, when September came up, if I had stayed with Pee Wee Hunt, I 
would have been drafted into the army, so I went back to Wayne State.  I still 
hadn’t received my Bachelors, so I re-enrolled in school and got my deferment.   

I am not in school for one week, and the phone rings.  It is a fellow named 
Gabe Garland, who is about to go on a tour to Europe, and he needs a 
saxophone player.  So, I went to my draft board, and I said, “Look; I have an 
opportunity to go to Europe for a couple of months, and you know, it is a dream 
of a lifetime.”  As I said, it was peacetime. They said, well, we will let you go; go 
and have a good time, enjoy it.  So, I went to Europe actually for three months. It 
was October, November, December.  The year was 1960.  I was now twenty-two 
years old.  For two months of that time we were in Germany.  World War II ended 
fifteen years before that, but we got there in time to see lots of war damage.  You 
just do not rebuild a country in a fifteen-year period. We toured mostly in the 
American sector.  Western Germany was divided up into the British section, the 
French section, and the American section; and then the Russians had Eastern 
Germany.  So, we were all up and down the Iron Curtain.  We saw the Iron 
Curtain.  We were playing for the American troops, which was a really thrilling 
experience as I reflect on it.  I still have the map that I bought at that time, and I 
know every place that I have been.  Talking with the GI’s, of course, they were 
already to jump at any given moment; this was the Cold War. 
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 Well, when the tour ended, I had saved up as much money as I could, and 
the band was heading back to the States.  I resigned from the band.  I said, I am 
going to stay over here for a while.  My airline ticket, it was actually a Defense 
Department thing, so I had just a sheet of paper from the Defense Department 
that gave me passage back to the States on a military aircraft.  So, I stayed over 
for a month all on my own.  I bought a book called Europe on Five Dollars a Day. 

C:  I did that too. 
P:   Did you?  Wow, what an experience.  My itinerary was Munich, Vienna, Venice, 

Florence, Rome, up to Switzerland to Zurich, a town called St. Gallen, and then 
up to Paris.  I ended up leaving from Paris.  I had twelve dollars in my pocket 
when the trip was over.  I could give you a lot of stories about that trip because, 
you constantly meet people along the way.  When I met musicians I would  sit in 
and play with them.  When I did that part of the trip, I carried my trumpet, rolled it 
up in a towel and stuck it in my suitcase along with basic clothing and a bottle of 
Rhine wine.  I just had the grandest time because I was always meeting people 
and just exploring the world, and being very careful with the money, of course.  
 I will share this story; you should get a kick out of this.  I’m coming into 
Venice on the train, and if you have done that on the train, as you know, you 
come in over a causeway – there’s water everywhere.  I was relatively 
uninformed about Venice: I really didn’t know much about it.  We are pulling in, 
and I am seeing all this water.  I said to myself, “you know, I heard they had 
some flooding over here, but this is kind of ridiculous.”  I really did not know.  
Even getting out of the train station, the steps of the station go right into the 
canal.   That was a revelation to me.  I found my way around, of course.  I came 
back to the USA in December of that 1960.   
 Now, in January of 1961, I re-enrolled in school.  I still wanted to finish my 
bachelors.  I only had one semester to go, and I managed to work it.  I have to 
say after having those worldly experiences my last semester in school was really 
tough because my mind had changed.  My life’s focus had changed. That trip to 
Europe changed me forever; it truly did.  I have now been back to Europe about 
thirty six times since then.  I don’t know everything about it, I haven’t seen 
everything, but it just attracts me.  Anyway, I finished up my bachelors degree in 
music education, and then my deferments ran out.   
 There was a military band that had just been formed about a year prior to 
that called the NORAD [North American Air Defense Command] Band.  It was 
housed in Colorado Springs, and the band was put together with units from the 
United States Air Force, the United States Army, and the Royal Canadian Air 
Force.  They were making big noises everywhere.  It was a whole new idea.  A 
fellow named Mark Azzolina, who was a Major at the time, was the guy behind 
this.  They came and played at the Michigan State Fair.  One of the officials from 
the Musicians Union in Detroit called me.  He knew that my number was coming 
up. He said, “You ought to go down and check out this band.”  I did, and was 
blown away with the music.  So, I met the right people.  I sat in with the band - 
that was the audition - to play with them.  Next thing you know, I signed on the 
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dotted line; I enlisted in the Army’s side of the band, which gave me a three year 
commitment.  Probably, the smartest thing I have ever done.  For three years, I 
was in the NORAD Band, surrounded by marvelous musicians.  We traveled 
extensively all over the United States and Canada. The bottom line, the band 
ended up with personnel from the United States Army, US Air Force, US Navy, 
and the Royal Canadian Air Force. 

C:  What kind of music did you play? 
P:  Well, it was a mix.  It was officially a concert band, roughly a hundred people, but 

then out of that, they would break out a jazz band, the traditional swing band.  
The unique thing about this band is that they actual centered the jazz band in the 
middle and surrounded it by the non-jazz instruments: the clarinets, flutes, oboes. 
For that time in history, that was a very unique idea.  Mark Azzolina, that was his 
thinking. 

C:  Did you have formal training in the instruments? 
P:   Oh yes, at Wayne State, I did.  I studied with a number of trumpet teachers.  My 

saxophone teacher was Larry Teal [first full-time professor of saxophone at an 
American university], who any saxophone player would know.  I am still in touch 
with his son, in fact, Larry Teal, Jr.  [I studied] the flute and saxophone from him.  
I learned from other players, too. 

C:  Yes, I am sure. 
P:  You asked a lot of questions.   When I was a young player, I sat next to other 

musicians who had already been out and played with Benny Goodman, Stan 
Kenton, and Glenn Miller, and all this.  They offered tips on how to play.  It is a 
nice community to be a part of; it truly is. 

C:  After the three years in the military what happened? 
P:  Well, then I went on the road with the Billy Maxted Manhattan Jazz Band, which 

was a six piece, kind of a Dixieland flavored band. I spent two years with Maxted.  
We did an album, which you cannot find anymore.  We floated mostly around the 
east: New York, Michigan, Ohio, down to Florida.  That is how I really became 
acquainted with Florida.  We spent our winters in Fort Lauderdale.  I did two 
years of that, and then went back to Detroit kind of intermittently: here and there, 
I would go back home and did very well there too.  But I have to confess, the 
Detroit climate [was] just not to my liking.  In the end of 1966, I said, I’m going to 
Florida.  I made a move, and I went down to Miami.  I put my hat in the ring so to 
speak, as a musician.  I did okay but I then took a job for a while with Vox, a 
major music company of that day. Because I play a number of different 
instruments, they put me to work, demonstrating their trumpets, clarinets, 
saxophones, flutes, trombones and their electronic attachments that could make 
a clarinet sound like a bassoon or a violin. They gave me a station wagon, a 
whole ton of instruments and things, and sent me all over the country 
demonstrating for music stores and schools.  I did not really care for that kind of 
work.  That is not me because now you are more of a salesman.  But it taught me 
a lot about the music industry and how it works.  

C:  When did you hook up with FAU? 
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P:  Well, when I was in Fort Lauderdale with Billy Maxted.  And this is something I 
learned about myself too; I missed school.  Even though I was out there playing, 
doing what I like to do, there are times when you say, I am just not advancing 
myself.  Oh, you will get a kick out of this.  One time I was performing in 
Columbus, Ohio, for six weeks, and I went to a business college and took typing 
and steno[graphy] typing just as possibilities.  Well, I now type.  It’s one of the 
smartest moves I ever made.  Nobody types anything up for me; I can do it all 
myself.  When we were in Fort Lauderdale for such a long time, FAU was a 
brand new school, so I applied and started to work on a master’s degree there.  I 
only had the winter semester to take classes.  Then I came back the next year 
and did another semester.  I went back to Detroit for a while and took courses at 
Wayne State again.  Anyway, I ended up graduating with a master’s degree from 
Florida Atlantic University.  They offered me a job right up front, which I took.   
 However, I had about six months to fill before the job would begin.  The 
Buddy Rich Band called.  Actually, I had to turn down a lot of jobs along the way. 
I had offers from Woody Herman, from Stan Kenton, and others.  The Buddy 
Rich had already called two times.  Finally, the third time, the timing was right.  
So I went out and back on the road again for about six months with Buddy Rich.  
The result of that was an album that we recorded that you can buy today; it is 
now reissued on CD called Mercy, Mercy: Live at Caesar’s Palace, which is 
where we recorded it in Las Vegas.  It was the number two jazz recording in 
sales in 1969.  It is still around.  The music from that album has all been 
published; our school bands play these charts and everything.  That was a lucky 
time in my life - to be in that band.  I was the jazz trumpet player.  Then, I went 
into teaching.  It was weird.  I left the world’s greatest jazz band, literally. A week 
later, I am starting teaching at Florida Atlantic University, standing in front of the 
world’s worst jazz band.  It’s true, but you know, you had to start somewhere.  
That was my first teaching, and they hired me because I was able to do so many 
different things.   
They really put me to work.  I arranged music for the jazz band, taught a variety 
of courses (counterpoint, theory, applied instruction on various instruments) and 
worked my tail off.  My usual contact hours back then were over thirty a week. 

C:  Wow. 
P:  You know, there are a lot of differences from what we do now.  I started the jazz 

program at FAU – that would be 1968 – and got it up and running.  Then, the 
University of Miami was about an hour and fifteen minute drive away.  Well, they 
opened up a doctoral program.  I could see the writing on the wall.  If I want to be 
successful in this business, let’s get the right paper.  So I applied and was 
accepted into the University of Miami.  We worked it out Because FAU was such 
a small school we were able to juggle my courses so I would teach a couple 
courses in the morning, hop in the car, go down to Miami, take some courses, 
get back in the car and drive back ,and teach maybe a night course at FAU.  I did 
it for three years plus summers.  I earned a Doctorate of Musical Arts.  So, that is 
the union card as we ex-Detroiters speak – Detroit was a very union town – you 
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do not dare not be in the union up there.   
 Anyway, so I got the Doctor of Musical Arts, and then I actually left Florida 
and went to Colorado.  I was offered a job at the University of Colorado at 
Denver.  They were developing a new program with a jazz tinge to it, so I 
became their jazz band director.  I still have a lot of friends in Colorado.  I only 
spent one year there.  I was really unhappy with the administration and thought, 
“well, why beat myself up over this?”  I loved the kids.  It was a downtown 
campus by the way.  In that environment, we had kids of all nationalities, 
including American Indians, you name it. 
 I was asked to come back to FAU, which in this business is really unusual.  
So, I came back.  I went back to FAU and stayed there for quite a while. 

C:  What brought you to UNF? 
P:  Okay. Now, go ahead a few years here, I taught at a number of summer music 

camps.  I taught at camps in Nova Scotia, Maine, Kansas and Colorado.  Kansas 
was a big one: the Clark Terry Great Plains Jazz Camp.  It was actually run by 
my friends in Denver who I got to know when I was out there.  They asked me to 
come and teach at that camp.  I did that off and on for a number of summers. 
Those camps only run one week, but God, they’re hard.  You never rest.  Well, 
Rich Matteson, who was teaching down at North Texas State University [now the 
University of North Texas] was invited to come and teach at the camp as well.  
So, I got to know Rich very well, and next thing I knew, after a few years of this, I 
heard through the grape vine that Rich was moving to Florida, to Jacksonville.  I 
really didn’t know anything about Jacksonville at the time.  My first inclination was 
he is going to Jacksonville University.  I knew of their music program, but that is 
about all.  
 Then Rich called me.  He said , “I would like you to come up and check it 
out and consider joining the faculty here.”  Now, Rich’s first year was an 
organizational year.  There were no jazz students here at all.  He did have Mark 
Dickman with him, who had come also from North Texas.  Mark was teaching the 
trombones.  Anyway, Jane and I came up for a Thanksgiving and spend it with 
Rich.  We looked it over.  It looked really dismal.  It truly was.  I do not think you 
had 6000 students here, and of course, at Thanksgiving everything was dead 
anyway.  The rehearsal facility was almost nonexistent.  It was really, really 
rocky.  
 Knowing myself as I do, Jane and I, my wife, we sat down and talked 
about this. I realized that I had taken the jazz program at FAU as far as I think I 
could.  We took our jazz band to Europe; we did that whole bit.  We took them to 
one of the jazz camps in Kansas. They had special jazz artists come in and visit 
all the time.  At that moment, I think, we were probably the top jazz program in 
the state university system.  In fact, I know we were. The University of Miami, 
down the road, was definitely miles ahead of us, but that is a private school.  We 
didn’t generally compete with them.  In fact, I used to call them to get adjunct 
faculty.  I was the director of Jazz Studies at FAU, so if I needed a trumpet 
teacher, I would call Miami - who do you have?  I need a sax teacher.  Who do 
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you have that would like to come up here one or two days a week?  So, I had a 
good rapport with all those folks.   
 Anyway, when Rich made this offer, we looked it over; we talked about it.  
It was time for a new challenge, and another factor, quite honestly, I had had 
enough of the continuous heat of South Florida.  We were actually looking to 
relocate, and we had entertained some other offers: one in Maine and one in 
Nova Scotia but the climates in those places was a little too severe. Well, this 
turned out to be a godsend.  I took the job at UNF.  It was the most difficult move 
I have ever made, because I came from a known program to an unknown 
program.  Rich and I beat the bushes, primarily Rich to be honest about it, 
because he was more connected around the country.  I was connected more in 
Florida, so I dragged some Florida students in, and Rich dragged in all these kids 
from all around the country.  We started the next year, the first year that I came, 
with thirty-four new students. 

C:  What year was that? 
P:  [19]87, the fall of [19]87.  We had one rehearsal room, which served as 

everything.  I think, it was Building Three.  We are on our third home now from 
where we started.  Well, immediately we outgrew our space.  There was no 
soundproofing from office to office; we couldn’t practice and not drive everybody 
nuts.  The police department was on the end of the building, and they heard 
everything we played.  But we did it and got it going.  We took the band on a 
Florida tour and we took them on a Georgia tour.  I cannot remember everything 
now.  And within a couple of years we took them to the National Association of 
Jazz Educators convention.  Word got out very quickly, and then the students 
just started flocking in.  Of course, we had ups and downs, but we started getting 
more and more faculty. Jack Peterson came in on guitar, who is now retired.  We 
invited Bunky Green to come in, who is still here; he has been the Director of 
Jazz Studies ever since Rich left.  We have had a few who have come and gone. 
Bruce Silva, a trumpet player came in; he was the lead trumpet player in the 
United States Army Jazz Ambassadors at the time.  He got out, came down here 
and taught for a while.  For whatever reasons, he moved on.  Now he runs the 
Buffet Crampon Company, which is the distributer for Buffet Clarinets and other 
woodwinds. I do not know how to say this; it is the most popular clarinet in the 
world.  He got them located here in Jacksonville.  The company is right here now; 
our department just cut a deal of some sort with them.  So, Bruce was here for a 
while.  We’ve had others, but the faculty has grown and is phenomenal. It is 
outstanding.  I do not know of a better faculty anywhere  

C:  So, how soon did it surpass FAU’s jazz program? 
P:  Well, probably from the get go. 
C:  Really. 
P:  The reason is simple. At FAU, we had little if any administrative support.  It was 

kind of a one man show.  During my last couple of years there one other faculty 
member was added.  There were two of us doing everything, and we were 
depending on bringing adjunct faculty in.  Luckily, South Florida is a hotbed of 
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great musicians.  They are all over the place down there because there is so 
much musical work. Finding competent adjunct faculty was not really a big chore.  
They were there. The musical climate in Jacksonville is totally different from 
South Florida.  

C:  How would you describe the musical climate then here? 
P:  Oh, it is dismal. There are only a few players in town of worth, and I do not know 

if you want me to drop names in here or not.  Ricky Kirkland, a local drummer, a 
marvelous drummer, he was a standout, but we just couldn’t get adjuncts out of 
the community here.  They just weren’t here.  It has changed a lot now over time.  
What has happened is, we have graduated so many players; we have seeded 
the community. You know there are a lot of players who come through this 
program now that are very competent, very fine players.  South Florida had that 
from the University of Miami.  They had a lot of good players down there, and of 
course, a lot of people migrate there, from New York in particular.  

C:  And South America. 
P:  Now, that wasn’t the case when I was there; that developed.  Now, of course, it is 

definitely a Latin American area. 
C:  How did you know about the setting up of the program, and how it got funded? 

Who made the decisions about starting up and hiring Rich? 
P:  As I understand the background here, a fellow in the community named Ira Kogar 

[former member, South Carolina House of Representatives; president, O. P. 
Woodcock Company; chairman and CEO, Koger Properties and Koger Equity].  
Jacksonville had had a brass band, a city sponsored brass band, the St. Johns 
River City Band.  It was roughly twenty, twenty-five people, and Rich Matteson 
was brought in as a soloist.  He played.  Ira Koger, who was behind that brass 
band, heard Rich, and said, “Whoa! We have to get him here!”  So, Ira Koger, put 
up something like half a million dollars, and I believe the state kicks in another 
half, however that works.  So you have a million dollar endowment.  So, there is 
Rich Matteson’s line.  They were able to bring him in, and then Rich brought me 
in, but I came in on a regular faculty line.  I was already tenured at FAU and I 
was not going to give that up.  Not to digress here, so Ira Kogar was the money 
behind the whole thing.  That is what got it started. 

C:  Do you know who made the decisions here because Gerson [Yessin, chair, 
Department of Fine Arts] has told me that he was not involved at all. 

P:  That is correct. 
C:  Was this Curtis McCray [president, University of North Florida, 1982-1988]? 
P:  It was Curtis McCray and John Bardo, who was the vice president and provost at 

the time.  They were the people that we dealt with.  It was really odd.  Rich was 
hired without consulting the music department.  So was I.  So we were kind of 
forced upon these people.  

C:  That made for a little antagonism, didn’t it? 
P:  You want to turn that off (the recording device)?  I will tell you some stories.  Yes, 

it did.  It made it very difficult.  We worked it this way, Rich, because he was in a 
position now where he had to call shots, had to get things done. 
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C:  Right. 
P:  I am not as forceful or forward as Rich.  That is not my personality. So, we made 

a deal.  I said, “Rich, you go ahead and do what you have to do and I will come 
along behind and sweep up,” if I can, cool things down, which I did a lot of. If he 
had not done what he did, we wouldn’t have made it. 

C:  Right.  Rich is not here to talk for himself.  How would you describe Rich as a 
person and as a musician?  

P:  As a person, well, Rich had this personality that I do not know the right terms for 
it, but he just takes over the room.  When he is in your presence, you know he is 
there. 

C:  Sort of like Bill Brown. 
P:  Yes. 
C:  In a way. 
P:  There is no question.  Everybody loved Rich.  He had that thing about him.  As a 

musician, absolutely outstanding. 
C:  In his instrument was? 
P:  Well, euphonium, which is a valve instrument similar to a trumpet, but it is in a 

lower octave.  He played outrageously good jazz on the euphonium.  He was 
also an exceptionally good arranger and writer.  He had all these skills.  If I may 
go back a few years, before any of this happened, when I was on the road, gee, I 
can’t remember now.  I was in Las Vegas playing with somebody, and I heard 
through the grapevine, you’ve gotta hear this guy named Rich Matteson.  Really. 
He was playing with the Bob Crosby Bob Band at one of the casinos in Las 
Vegas, so I went in there.  Sure enough, there is this guy playing valve trombone 
and tuba, and he was just tearing it up.  I knew some of the other guys in the 
band by reputation, Matty Matlock on clarinet, Eddie Miller on tenor sax.  I mean 
these were outstanding players of the day.  It was Bob Crosby and the Bob Cats.  
Here was this guy Rich Matteson.  I didn’t meet him, but I sure heard him.  It was 
only years later that we ran into each other teaching at music camps.  He was a 
phenomenal musician that had tremendous respect from everyone. 

C:  How long did it take for the UNF program to start gaining national reputation? 
P:  The very first year. 
C:  When you had thirty-four students squeezed into one little rehearsal room. 
P:  Right.  Well, here is the deal. The previous year when I was at FAU, I formed a 

student Dixieland band.  I entered them in the Southern Comfort National 
Association of Jazz Educators Collegiate Dixieland Band Competition.  We won 
with our band from FAU. Now, understand when we talked earlier, I played with 
Dixieland bands, Pee Wee Hunt and Billy Maxted.  I also knew Jack Teagarden, 
the Dukes of Dixieland and all these other people.  So that is part of me, the 
Dixieland background.  I put it together and trained these students.  Now, when I 
moved up here, one thing I did do; a trumpet student we had at FAU, when I 
accepted this job, I said, you are coming with me.  We made the right scholarship 
offer.  That was J. B. Scott, who is now on the faculty here teaching Jazz 
Ensemble One.  J. B. just had a natural ability to play Dixieland jazz.  He is just a 
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marvelous trumpet player in so many ways, so he came.  He was our first 
trumpet player.  We had two jazz ensembles right from the get go, and he was 
the lead trumpet player.  So I put together another Dixieland band because I had 
the same trumpet player.  Meanwhile, among the new recruits was a trombone 
player named John Moak, who competed against us the previous year from his 
former school, which was Central Oklahoma State University.  So, now he is here 
at UNF as a student.  So I have a great trombone player and a clarinet player 
and so on and so on.  We won that same competition, and that was the first. 

C:  In the very first year. 
P:  Very first year.  
C:  McCray and Bardo must have put up some scholarship dollars as well to bring in 

these young players. 
P:  Yes.  When I came up for my interview, we sat down with McCray and Bardo.  I 

made the following points. “Understand we are going to be getting kids from all 
over the country; you have to give us not only money but also out of state tuition 
waivers.”  I understand what they did was took the out-of-state tuition waivers 
and gave them all to us.  That is what I was told.  It paid off because now we got 
kids from Oregon, Colorado, Nebraska.  Noel Friedline came in on one of those, 
and so on and so on.  So that is the way it got going.  We do not get all that now. 

C:  Yes, yes.  
P:  That was the way to get the program started. 
C:  From winning the Dixieland competition, which in turn helped create attraction 

here. 
P:  Sure. 
C:  How long before the whole program started gaining national recognition? 
P:  Oh, that was it right there.  Well, let me say it this way, the convention where we 

won that competition is was major jazz convention.  Now it is called the 
International Association of Jazz Educators.  Most of those people knew Rich, 
and they knew me because I was very involved with that organization - so 
everybody came. They heard the Dixieland band.  It was pretty obvious that 
something was really happening here, and then the word got out.  I think we did a 
recording that first year.  In fact, we did a tape and circulated it as best we could, 
and I think that brought in students.  It took a lot of pounding to get kids, to get 
everybody here. You have to win over the high school band directors because 
they are so strong in influencing their kids in where they choose to go. 

C:  Do you win them over because of a personality like Rich Matteson’s? 
P:  Boy did that help, yes.  
C:  I am sure it did.  How else do you win them over? 
P:  Visiting them, calling them.  Now, I had already been in the state of Florida for 

quite a number of years, so I knew where most of the key music programs were.  
We made it a point to hit on these key people right off.  Like I said, we took 
Florida tours with the band.  I would say, we have to go to this high school and 
play, just play for the band kids.  Go to another school, then another, and pretty 
soon you start building bridges. 
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C:  Did your program have influence on the development on Douglas Anderson 
[School of the Arts] and the other arts schools locally and their jazz bands? 

P:  I am sure. There is no question about that.  I am sure because this became a 
flagship of sorts.  Douglas Anderson could play off that.  I’ve never discussed it 
with Ace Martin [director, DASOTA Jazz Ensemble] in those terms. 

C:  Was Ace a student here? 
P:  No, he is from FSU. 
C:  Okay. 
P:  He is the one that drives their jazz program over there.  I remember the first time 

I heard the jazz band at Douglas Anderson, and it was not very good.  The 
influence of this program, and those kids coming and hearing our bands play, oh 
my goodness, you know, we can strive for that.  I am sure it has had a direct 
influence, although again we never discussed it. 

C:  I was thinking the same with the Lavilla Middle School of the Arts. 
P:  Oh, Carol McQueen.  Oh, she is something else.  
C:  I was just wondering if there was interaction between the two, but it was more a 

case of them coming to listen to your students playing rather than say mentoring 
them in a particular way. 

P:  During my first year here, I met Carol McQueen and ended up going to Europe 
with her Landon Middle School Jazz Band.  They did a summer trip over there 
and I was their guest soloist.  I got to interact with their kids of that moment.  
Carol is an outstanding band director.  She just knows how to get the maximum 
out of those kids, never gives up. That program is now at LaVilla.  I don’t know of 
any better middle school bands anywhere. 

C:  Did some of the kids from Lavilla or Douglas Anderson wind up in your program? 
P:  Oh, quite a few.  Sure.  
C:  What sort of changes have taken place in the almost twenty-five years now in 

terms of the nature of the program?  It’s grown larger obviously. 
P:  Well, it has grown larger.  It is essentially the same program academically that 

we first put together.  We’ve tweaked it here and there.  It is more self-sustaining 
for sure, because the reputation is out there now.  We’ve attracted wonderful 
faculty. 

C:  When you say self-sustaining, do you mean financially? 
P:  No. I mean student wise.  The word is out. 
C:  So you do not have to recruit as hard; they come to you more. 
P:  Somewhat, but you can never let off.  You just don’t.  Financially, I am kind of out 

of the loop on that ; I don’t know too much about that. 
C:  Do you go out and recruit still? 
P:  Yes, but I often receive an invitation to go out to rehearse somebody’s high 

school band.  So, I go and just work with their band.  That is recruiting. Every 
year we have our state music convention called the Florida Music Educators 
Association convention.  It’s held in Tampa.  All of the music people within the 
state who are teaching music in schools end up there.  They put together honors 
bands and orchestras and jazz bands and what have you.  We have a booth at 
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the convention where we set up shop, and of course, we go out and shop the 
different groups. 

C:  Sure. 
P:  What happens now - having taught in the state for so long, a lot of my product is 

out there teaching schools, from FAU and now from UNF.  It is common for them 
to come up and say, hey, Bill, I have a student you want.  That happens. 

C:  One of the stereotypes of jazz from the outside is that most of the performers are 
African Americans, but here most of the performers are white.  Is the stereotype 
wrong?  

P:  Well, this is an interesting question.  Most of our heroes in jazz are black, no 
question about it: they are African American.  We targeted a number of African 
American students to try to get them in here.  What we ran up against so many 
times was, “well, my parents went to Florida A&M, so I’m going to Florida A&M.”  
We would loose them; we could not get them.  This was just a repeated scenario. 
I have a lot of friends in Miami.  I used to go down there to the community 
colleges.  There is a program at the Wolfson [High School] campus down there.  
Anyways, they have an honors program, marvelous bands with young students, 
and I tried to get the Latino kids.  It was very difficult.  Rarely was I able to get the 
Latinos out of Miami to come here.  I understand why.  They are family oriented.  
They want to stay home. 

P:  If you want to continue with that.  We were talking about the lack of black 
students in the program.  It has been a problem.  Periodically, we have targeted 
what I have mentioned.  If their parents went to Florida A&M, that tends to be 
where the kids want to go. 

C:  Sure. 
P:  I mean that is my excuse I guess.  But you know that is okay.  We have had a 

number of fine black students come through: one Marcus Printup [trumpet, 
Lincoln Center Orchestra] who is now in the Lincoln Center Orchestra with 
Wynton Marsalis; Vince Gardner [trombone, Lincoln Center Orchestra], he is in 
the same band.  He also goes on the road with the recreated Count Basie Band 
or Duke Ellington Band.  In fact, Basie is going to be in town next week.  I will see 
if he is in there.  We have had white students, of course: Doug Wamble a guitar 
student, who opened for Harry Connick last year on his tours and writes music 
for Wynton Marsalis.  However, I don’t know of all the details. There are white 
players; there are black players.  Jazz tends to be, in the perception of most 
people, black oriented.  But there are many, many fine white players. 

C:  It seems to be changing in terms of the number of white players. 
P:  I don’t know.  Historically, you’ve got Stan Getz, Benny Goodman, Artie Shaw, 

Buddy DeFranco, lots of great white players out there. 
C:  How long did it take the jazz musicians to be accepted by the Department of 

Music? 
P:  This is touchy territory you realize.  Well, let me just throw this one at you.  I told 

you we were hired without consulting the music department.  During my first year 
at UNF the only faculty member who would really give me the time of day was 
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Bill Brown.  It took years as there was so much bad blood. The music department 
that we came into was frustrated.  They were very frustrated because I 
understand that every time they asked for something, they were turned down.  I 
learned later that when the music department at UNF was first formed there 
already was a successful music department at JU. 

C:  Right. 
P:  I was much later told that a deal was made between the two schools to the effect 

that the department at UNF would not be allowed to flourish. Well, nobody in the 
UNF music department knew this, and they were defeated.  It showed.  I think 
bringing the jazz program on changed the dynamics completely.  Because all of a 
sudden, they went from six music students to forty.  It just changed the dynamics 
completely.  Well, even at that, it took some adjustment. 

C:  What chairs did you work for?  Who was chair when you came in? 
P:  Leonard Bowie.  Then Gerson Yessin.  Then Bowie did it again for a year, I think.  

I cannot remember all the details.  Gary Smart and now Gordon Brock.  
C:  M. J. Palmer was before you came? 
P:  Yes, he was. 
C:  Eventually, it got worked out. How? 
P:  Well, you kind of have to ignore it and get on with your stuff.  Rich and I talked 

about this very early. 
C:  It adds stress to what you are trying to do. 
P:  Rich’s attitude was, “the train has left the station.  You either get on it or you are 

going to miss it,” and that is the way we had to approach it.  Or the train wouldn’t 
have gone; you would not have made it.  I mean I feel for the people; I feel for my 
colleagues, but at the same time, progress is what it is. 

C:  My understanding is Gerson Yessin eventually became a supporter of the jazz 
program but not initially because he was bypassed by the top. Have you had 
particular working relationships with the various deans in the colleges over the 
years?  Have they been supportive? 

P:  Not me personally, no.  Not much.  That has been a revolving door as well. 
C:  Yes. 
P:  When I came in, it was Rich. 
C:  Weiner [dean, College of Arts and Sciences, 1987-1989]. 
P:  Who I have since seen up in Rhode Island. I’ve been up there and played up 

there. 
C:  Providence. 
P:  Providence, right.  He and I sat down and broke some bread and all that sort of 

stuff.  We had a nice time. I cannot remember who followed him. Oh, Afesa 
Adams [Dean, College of Arts and Sciences, 1989-1992].  Then you took over, 
did not you? 

C:  For a year. 
P:  Yes, right.   
C:  I got his name somewhere, Lew Radonovich [Dean, College of Arts and 

Sciences, 1993-2000] 
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P:  Yes. 
C:  Then, Mark Workman  [dean, College of Arts and Sciences, 2001-2005] 
P:  Mark Workman was outstanding, I think.  He is outstanding, and now of course 

we have an interim.  Dale Clifford  [dean, College of Arts and Sciences, 2006-
2007] who is fine.  But I don’t deal at that level.  I am just a little sideman so to 
speak, a peon.  I like it that way. 

C:  After initially working with Bardo and McCray, have you had much to do with the 
various provosts and presidents? 

P:  Me? 
C:  Yes. 
P:  No.  
C:  Have they been supportive? Bardo was replaced by Ken Martin [vice president, 

University of North Florida, 1989-1993], I believe.  Then Alan Ling [vice 
president, University of North Florida, 1994-1995] and David Kline [vice 
president, University of North Florida, 1996-2002] and now Mark Workman [vice 
president, University of North Florida, 2005-present] and I guess, the question 
becomes, has the support from the top administration continued like it was for 
McCray? 

P:  It had its ups and downs. 
C:  Uh huh. 
P:  Its ups and downs; we had one period there where frankly, I was looking for 

another job.  It became very unhealthy around here.  Rich even pulled me aside, 
and apologized for dragging me from my former school to UNF when it seemed 
like this was about to just crash and burn.  That was a moment when the dean of 
the moment took a very negative view of the white jazz faculty, for lack of a better 
way to say it.  I said, well, I don’t need this.  I started looking; Bunky Green 
started looking for another job, Rich Matteson, Jack...  We were going to leave - 
it was so unhealthy, you know. 

C:  Then she was replaced was it; was that what happened? 
P:  I do not know the details, but yes.  Unfortunately, that happened when Rich was 

on his death bed.  He was already on his way; I brought him the news when he 
was at the hospital, and he just rejoiced.  

C:  Coming back, you came here in [19]87, the fall of [19]87.  
C:  Rich died in the early [19]90s. 
P:  Yes, it has been over ten years. 
C:  Then Bunky Green came in right away? 
P:  He came in while Rich was still here.  Bunky was one of the early hires, so I will 

say maybe [19]90, [19]91 perhaps. 
C:  Has he pretty much shaped the program since Rich’s death? 
P:  Well, Bunky is a totally different kind of administrator, if you will.  He is a hands-

off kind of person, which personally I thrive under.  He does not get in your face 
and tell you how to do anything. So from that perspective, I am a happy camper.  
We have had a couple of faculty who would rather have more direction.  I mean it 
is what it is.  The people in the program have all this freedom and latitude to do 
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things. That is the way I see it.  I love it; I thrive on freedom. 
C:  Who sets up engagements and travel and provides the “leadership”? 
P:  The individual band directors like J. B. Scott would be doing it now with the Jazz 

Ensemble.  Of course, with the blessing of Bunky and all of them.  Then they 
have to go through Gordon Brock, the chair. 

C:  How many different bands are there now? 
P:  Three big bands.  We don’t need more; that is plenty.  That gives us a lot of 

depth.  It’s like a football team of some sort. 
C:  Is there is three different band leaders? 
P:  Yes.  
C:  Do any of the players play in more than one band? 
P:  Occasionally. Yes. Sometimes we will come up short, and we will offer more 

scholarship money if a student will play in more than one band. 
C:  How large is each band? 
P:  Generally, eighteen to twenty people.  
C:  So you are saying in effect the program has sixty or so students? 
P:  Well, measured by the big bands, yes.  We also have some guitar students who 

may not be in the bands and some jazz vocalist who aren’t necessarily in the 
band. 

C:  Okay. 
P:  I do not know the actual numbers, but it sounds reasonable to say maybe 

seventy. 
C:  What is your role now teaching? 
P:  Well, for the last several years, I’ve been teaching theory – both jazz theory and 

classical theory – and jazz arranging – how to put the notes on the paper and 
make them sound like something – and other courses.  I’ve taught  almost every 
course in the jazz studies curriculum at some point.  I have even directed the 
bands on occasion.  I don’t want to do a band again.  It is extremely taxing; it 
takes so much out of you.  It is a young person’s job.  Mostly, I’ve been teaching 
theory jazz styles: it is kind of a jazz history course for jazz majors.  It is much 
more technically oriented than for a non-major. 

C:  Did you teach any courses for non-majors? 
P:  Well, I haven’t here.  At my former school, I did teach appreciation of jazz course.  

We have a comparable course here.  But, there are so many people here who 
can do it. 

C:  You can pick and choose at your stage of your career. 
P:  Oh, I wish that were the case.  I am teaching an overload now, not by choice.  It 

is like, who else is going to do it.  Everybody is so busy.  So I said, okay, I will do 
it.  I am a team player; I have always been a team player. 

C:  How do you see the University developing over the years you have been here? 
P:  Oh, goodness, this has been a phenomenal growth situation; it is a real 

university.  When I think of a university, it has almost everything a university 
would have. We have no football team, but that is okay. 

C:  How would you compare it with FAU? 
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P:  Very similar, although FAU is a little older.  It has a few more years, and they do 
have a football team.  Of course, the marching band goes with that, but it has 
grown down there like crazy. I don’t know their numbers now. 

C:  It is substantially bigger than UNF. 
P:  Is it? Yes.  I think when I left FAU, it was around 14,000, and I think we are just 

there now.  Are not we? 
C:  Yes.  Is there anything that you see as distinctive about UNF vis-à-vis FAU, or 

any of the other regional universities?  I sometimes wonder whether we are just a 
generic institution rather than a... 

P:  Than a stand out university. 
C:  Yes.  
P:  Well, of course, the jazz program here is without question the best in the state 

system.  Now, we do compete with Miami and North Texas and Berkeley. I 
cannot speak for the other disciplines because I frankly just do not know. 

C:  One of the questions the committee has always asked me to ask the faculty, who 
are there two or three most colorful characters that you have known here at 
UNF? 

P:  Outside of my area? 
C:  Either within or without. 
P:  Oh, Rich Matteson was extremely colorful.  Bill Brown was extremely colorful. 
C:  How would you describe Bill Brown?  He cannot speak for himself unfortunately. 
P:  Always up. In a way, always on stage, and I think that was true of Rich Matteson 

as well.  They tend to treat things like they are on stage.  Poor Bill, you know, I 
told you before this interview that I do cruise ships in the summer time.  I was 
working to get him to do the same thing, and he died within a week of that.  I was 
hooking him up with people.  It is a nice thing to do, a lot of fun to do. 

C:  Are there any mistakes that you have seen the university making, which I call 
errors of omission or commission: things you might have or have not done or 
things that we should not have done that you have experienced here since you 
arrived? 

P:  Well, nothing certainly comes to mind.  To be honest with you, I do not dwell on 
the negative.  It is not part of my nature, so if there were things, they are gone; 
they’re out of my mind. 

C:  Once you got past that initial intra-departmental conflict. 
P:  That was the most difficult thing here for me, just getting along with my 

colleagues, who resented me being hired in the first place. 
C:  Sure. 
P:  I understand it.  But we did deliver.  Who did I just talk to or email something?  

My friend, Terry Harrington out in L.A.  I said, “I am choosing a good time to 
retire; we have done such a terrific job here.”  I am not talking only jazz; I mean 
the music department, the total department with Gordon Brock at the helm.  The 
hiring has just been phenomenal, so I am choosing a really good time to take 
myself out in a sense, because I am leaving behind something that is going to 
succeed.  If I could take that attitude, you know as if I did it all. 
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C:  So you are saying the classical side has developed? 
P:  Boy, has it. 
C:  Under Gordon. 
P:  Absolutely. 
C;  Exceptionally. 
P:  He has been a godsend with this department.  I would say that very openly.  He 

has just turned it around.  He has vision.  He is not a jazzer.  He has respect for 
that side and supports it, and his wind ensemble is second to none in the state.  
He is a master musician and conductor besides all this other stuff. 

C:  So, in some respects the entire music program here, would you rank with any 
university in the state would you say that? 

P:  Oh, I would say that.  Sure. 
C:  FSU and Florida? 
P:  We do not have the numbers that Florida State has as they run one of the largest 

music schools in the world. 
C:  Florida State? 
P:  Oh yes.  I am going to say 800 or so students.  Their main strength is music 

education.  They really train music teachers very, very well.  Performance-wise, 
they have wonderful bands, not jazz bands, but concert bands.  They are building 
their jazz program right now, and who knows where that is going to go.  

C:  What about A&M?  We always hear about their marching band. 
P:  Well, it is a good marching band.  Their jazz program is limited.  It is mostly a 

combo-oriented jazz program that I know of it, and I know the faculty over there. 
Lindsey Sarjeant [director of Jazz Studies, Florida A&M University], who is a 
good friend, and Longineu Parsons, a trumpet teacher, who is a good friend. 

C:  He used to be here, didn’t he? 
P:  Oh, he is from Jacksonville.  I use to work with him a lot here.  It is interesting -

when Longineu, he was offered the job at A&M, and he and I were talking.  I said, 
“Longineu you have to take this job.”  He was not going to do it because he was 
afraid that he would get comfortable and not practice anymore, and I explained to 
him that that would not  be the case with him, because I knew him.  Sure enough, 
he took the job.  He is their trumpet teacher, and he’s out and about all the time 
playing, performing.  He’s in great shape.  But now he has a base.  Bill Brown 
saw it pretty much the same way. The university was your base of operations 
and as musicians, or all the people in the art community for that matter, it is from 
this you can do these other things. 

C:  It provides some security in terms of job and so forth as well. 
P:  Right on the table there, definitely. 
C:  In your daily life as a musician and a professor, how much time do you spend 

practicing now?  You mention Longineu being worried about that. 
P:  Well, there are two parts to my musical life. One is as a writer, which I spend a lot 

of time on. The other one is as a performer, which I spend... 
C:  The third part is teaching it. 
P:  Well, of course, I was talking outside of the university.  I practice to keep things 
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working.  My wife will tell you.  I play a lot; I go out, and I’m in the community a lot 
playing engagements  here and there.  So that is a form of practicing anyway. 

C:  All four instruments? 
P:  Well, depends on what is coming up.  I played  Wednesday night at the 

Downtown Library; I played clarinet.  So a couple of days before that out come 
the clarinet , get it working right so the embouchure feels good.  I played that. 
Tonight, I will be playing in Savannah, and that will be mostly tenor sax and 
trumpet, so last night, out came the tenor sax and the trumpet, and I do routines 
on them.  The fact that I had played clarinet just a couple of nights ago helps 
because everything is working.  Tomorrow night, I am someplace else. Sunday, I 
will be at two different places, and one of them will be on piano: I play on piano 
as well. So, I just keep it all jumping up and down. 

C:  That sounds like a pretty hectic schedule. 
P:  I love it, and I am broadcasting on Monday.  I will be in Orlando broadcasting on 

WUCF on their station with some Orlando players. 
C:  So, it is almost five nights a week? 
P:  Well, this is what you might call the season.  Believe me, it will drop dead when 

we hit May 1st.  It will be all over.  Music in Florida tends to be very seasonal. 
Of course, the snowbird element.  This is when everything is taking place, so it 
just backs up, and that is the way it goes.  

C:  But you thrive on it? 
P:  Definitely.  
C:  Anything else that you would like to say about your experiences here at UNF that 

I have not asked you about? 
P:  Well, I have had a terrific time here; I really have.  It has been wonderful. 
C:  Do you anticipate teaching any after you retire? 
P:  Well, to be honest with you, I am going to give it a year.  I will do my cruise ships, 

and my wife and I will take our trips, whatever.  If I get bored, I will come in to Dr. 
Brock and say, I am ready to teach a course.  I will come in as an adjunct. 

C:  Some faculty do come back, and some back away completely. 
P:  Well, frankly I need a break from it.  I have never lost my love of performing, 

doing the music world thing.  The teaching right now; I told you, we were doing 
an overload.  It is a little too intense.  I would just as soon back down on that. The 
money is not an issue now.  Everything is in place there.  If I get bored, I will 
come back and say, you know...  They always need somebody; they always 
need an adjunct for this or that.  I am not concerned at this time. 

C:  Another of the stereotypes of jazz bands, historically, has been a lot of tobacco, 
alcohol, and drugs involved with that.  Is this still true to some extent or are the 
kids today are a cleaner bunch of kids because they are smart enough not to 
smoke or something like that? 

P:  Well, let’s just be more specific.  Alcohol is, you know, we are playing at bars all 
the time.  We are playing for parties all the time, so you are surrounded by it.  
You just have to make your own accommodations somehow.  You have to figure 
out where you stand in regard to all this, and I am not going to tell you I have 
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lived a pristine life.  Far from it.  Anyway, you just to have to deal with it one way 
or another.  If you get drunk on a job, I mean, you are not going to play that job 
again.  That is a no-brainer. The drug part, the only things I have ever really seen 
are marijuana, you know, and that is worldwide.  It is everywhere.  It is just not 
jazz players; it is everybody.  Hardcore drugs, they exist, of course.  My son is a 
musician in Las Vegas.  He knows a lot about that because he’s seen a lot of 
problems with that kind of thing.  Again, it’s just not musicians; it’s people in 
general. 

C:  Okay, well thank you very much for sharing your time. 
P:  Thank you.  It was a pleasure. 
 
 


