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Jd‘/.'/_ history slouches towards

the millennium, lining itself up for
scrutiny at the end of its first
century of existence. Who's who,
what impact was made and what
types of lincage have threaded the
whole meandering saga together?
There are other ({lll‘hlil)l]h that
need to be answered, one of them
being:
the most notable and fiery
ll'\“]l[)l‘ll‘l'.\' llt- [Ill‘ hn“_(l IH)I] ('l'lll}
coming up during the "60s, Freddic
Hubbard plays a critical role in the
dey vluplllmll of the horn in jazz,
and as many ol that era’s icons are
passing away, his presence on the
scene is requested more and more.

But where is he?

“Where's Freddie?” As one ol
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Hubbard was one of his
instrument’s powerhouses, who later
struck paydirt with a series of albums
that were often more popular
commercially than critically. For
some, his is construed as a classic tale
of an artist who drifted, falling from
grace and recovering, repeatedly. He
came Hying out of his hometown of
Indianapolis, where he played with
the Montgomery brothers, 1‘(‘{'01‘ding
his first album with them at 17, took
New York by storm as he played with
Sonny Rollins, John Coltrane, Art
Blakey, Max Roach, assorted classic
Blue Note sessions, Joe
Henderson...the list won’t quit. In
the "70s, Hubbard went to
Hollywood, the Hollywood Hills, to
be exact, and that's where the story
gets a bit fuzzy. But through it all,
Hubbard’s jazz voice surfaced, as in
the great VSOP band of the late *70s.

In the "90s

conspicuous |1\' his absence, dogged

, Hubbard has been

h_\' a bad reputation for no-shows at
gigs and a gvn(‘ml retreat from the
public scene. In fact, Hubbard spiil his
lip in 1992, which then became
infected and he was forced to Ll}_'
down the horn he had p]a‘\'ctl with
5ut'!'1 miuht' for so It)ng

‘I keep forgetting that I'll be 60
soon,” he reflects, in  his ll\mé room.

‘I don’t feel that w ay, because in the
last four years, I haven’t worked that
hard. Lee Morgan was great he died
young. Coltrane was great and died
young. Booker Little died when he
was 22, a clean cut kid who went to
conservatory, L’\'ur)‘lhirlg was music.
Then he got leukemia. What can you
do? He didn't use drugﬁ but he still
died.You look at |
mn.)'bc [ should be thankful for what
Let the
other Hluf'l'gu. I just need to work on

ife and say ‘wow,

I've done and what I have
getting back to where [ was.”
|’itll|ing Freddie Hubbard thew
(la\ s is not such a thor ny task, i \'uu
knm\ where to look. Hanz_\ a |cll ofl
the 101

L'Ul'l d I'()LI]'I({

freew ay in Sherman Oaks,
the suburban streets and
head to the end of a quiet cul de sac,
where a black Mercedes sits in the
driveway. Here, Hubbard lives with
his wife of 25 years, Brigitte, and is
slowly gearing up for resuming his
career. It’s a bastion of tranquility,

30 Jozdlimes

where you can hear birds in the
backyard over the dim hum of the
nearby freeway. An ice cream truck
drives by in the afternoon, with its
tinkl} (10[)})1(’ ganger tune proy i:.|ing a
strange sonic bavkdmp as Hubbard
sits on his couch, speaking with
candor and amiabi]i'r}' about his life in
music. Listening to Hubbard as he
freely associates, you realize how
much his career has taken him right
thrnu‘gh the vortex of jazz histor y.
Rumors of a Hubbard comeback
aren’t yet confirmed, but his legend is
alread ly paving the way for a return.
Ri_'lh.‘sLIl'.‘s have put his bL'hl old

|'L'c0rdi1‘1gr: back on the shelves. His

“There's a gap in the music that was

left from, say, the early *70s up until
“A lot of

musicians didn’t get the recognition

now,” Hubbard says.
they deserve. The younger kids are
going to have to go through that
period before they can be considered
great. There was a lot of music, not
only in jazz, that was very serious and
important in the development of the
music ‘rrud.]}'.

“It seems like people want to skip
over it and say, ‘ok, we got Wynton
and Terrence Blanchard, the younger
trumpet players.” But you have to go
back and say ‘what about Bill
Hartman and Kenny Dorham, the

the cats started makmg
. like myself. | went W|th Columbia

because I said |f i can make

best-known tune, “Red Clay,” was

used by the hip hop group A Tribe
Called Quest. “That’s how I bought
that Mercedes,

statement,”

from the first
"Hubbard says of his
royalties. “I said ‘these little kids are
alright. Big l)m.idy Kane did
something else, I think it was
‘Leapfrog.” I like what they did, but
there was some nasty stuff in there,
what they were saying. It didn’t have
to do with anything, all this ‘sucka,
nigger’ stufl.”

More to the musical point, Blue
Note has just released Hubsongs, an
album of Hubbard tunes played by
young horn men Marcus Printup and
Tim Hagans, and pr oduced ]‘1\ the

“These
practiced on this stuff, to interpret

man hlme “ats must have

the music that well,” Hubbard says of
the session. “They were ready in
there. I didn’t know t}'ll’._“\_-' were that
much into my music. That makes me
feel g()od."

In general, though, Hubbard feels
that younger musicians have an

incomplete picture of jazz history.

why not?’

guys who laid this music out there. It
takes time to Lll’\'('l(}l) ideas.”

The "70s are often dismissed, by
some, as the era that gave rise to
fusion and took many jazz musicians
off the artistic track, Hubbard won't
dul))' the lure. “When it got into
fusion, most of the cats started
making a lot of moncy, like myself. |
went with Columbia because [ said ‘if
| can make $125,000 instead of
$5,000, why not?” Of course, that
entailed making more commercial
music, But I went for it. A lot of my
peers and critics said 'wh}‘ 'd Freddie
have to do that?’ That's what was
happt'rling at the time. [ don'’t regret
it, because I was able to accumulate a
little money and send my kid to
school and hl\v -acations, | used to
dream about taking those cruises, so |
was fin.ll],\' able to do that. | took my
wife all over the world.

“But there was a period, when |
lived up there in the Hollywood Hills,
when the music started to be
5(‘(‘ful1dm“\_'. [ started to have too much

fun. It hasim”_\ affected my (‘h()l).‘i and



my playing. That was the beginning, It

didn’t really start being a problem
until the c.]]‘i) "90s, because my hf)d'\'
just said ‘hey, you just can’t do all that
and still p!‘(:t‘]uu: the kind of music
that you were.” But during that period
in the ’ 70s, it was a fun period.
Herbie,
Wayne, Tony moved. A bunch of us in

“Chick moved out here,

that age group moved out here and
you notice the music became a little
more commercial. Chick started
Return to Forever. | didn’t use too
much (’!L‘LU‘!LII\ When Miles quit for
five years, 1.|1L‘\ \\1|n| W 1\ don’t vou do
some of that stuff, but [ never u:u]d
do it that way. But I did use electric
piano. | sold a few records. [ won a
Grammy for First Light (CTI
that record with Bil]}' Joel and even
[ don't

). I made

made one with Elton John
know what they did with it.
“T was doillg all kinds of stuff,
making records and doing
commercials. | |)artiu| up a lot of that
money. Three cars, a big house,
par ties all the time. ric\ulupud a
stomach ulcer. You never really get rid

of those. I was drinking that Jack
Daniels, Whew, [ went to the
bathroom and passvd that blood and it
scared the shit out of me. [ went to
London and a doctor said ‘if you had
lost much more, you'd be dead.” No
more of that, no smoking that weed,
(]Uing that blow and stuff.

[ go back to the guys w ho have
been 'rhrmlgh all of this and I ask them
‘man, what is this stuff?’ The people
who called me when I was svrimlsl'\'
sick were Sonny Rollins, McCoy
Tyner, ].]. Johnson, Louis Hayes, of
course, These guys called me and told
me to come out of it. It was amazing.
When vou look at guys, you see them
being «uuunlu] but you don’t know
W Imt they’ve hu_ n 1h|{su§} . After you
talk to them, vou find out what makes
them them.

“I thought you just get good, play
music and be happy. But I'm really
lucky to have had the experiences I've
had, which I don’t think any other
did studio work,
work in Europe, Japan, North Africa,
Brazil, and met all these great artists

musicians have had. |

who appreciated my music.

Ev (‘r\b()d\ fell in love with ‘Little
Sunflower. To me, it was just a little
thing [ wrote for my son, but it
touched a lot of people. People said,
‘Freddie, how could you write a soft,
sensitive tune like that when you're

" But
you almost have to be crazy to be a

so crazy?’ I said, ‘I'm not crazy.
jazz musician.”

To hear him tell it, the crazy life
started on a mellow note, when he
heard, and fell in love with, Miles
Davis’ Musings with Miles as a teenager
in Indianapolis, where he was born
on April 7, 1938 “I used to cut
school and play that record. My
father said, ‘what are you doing?’ |
said, ‘T can’t figure this stuff out.” |
was sitting there in Indiana, listening
to this hip, slick stuff. I said to
myself, ‘I'm going to go play with
these guys.” Surc enough, I ended up
meeting Miles and [ said, ‘oh wow,
Miles..." I
just looked at my shoes and then

That’s

le didn’t say nothing. He

looked at me and walked away.
how cold he was, you know.”
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Montoomery Brothers, Wes, Monk
andd Buddy, who cauoht his car T was
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“Then he would work ar the Turd
Club, which was a« lub we had out a
I'hen he'd

\[\.-r||'\\.|\ City, a nice club

work at an alter hours joint, the

Yisesile
inagine? And he
d then theyid rehearse all
When

time to rehearses None of

oo, Lan vou

had siv kids

the i dicl they have

thenn read music, but thes
were tisht, Thev could vet
these arrancements toecther,

“Itinally ohid a vecord swith

wen bwas 17, When

he b me oo the record

date, he sane all the parts to
siv ol these ~

lad been used to reading,

Fliere swere not st nelodi
thev also had sonme

funmy harmony parts [ just

Fle waidd

ciertsedod ||i| 28]

that's the best swav, Tt was
that wav a lot with Colurang
and Sonm “lranc more

than Sonov, Thev'd show vou
ditlerent '.}.m_--- i

Vage 71, Hubbard had a
chance to |1|.|\ with Sonn
Rollins, a memaorable
CXPOTTenIe for the vouny
lirchrand ., This cat |1|\1\n| SO
much on "Cherokee, and it
was so fast, T eouldnt even
1.Ii\ iy toot, He'd Just _:‘J.|'\
and practice and play and
then walk out the door, |
thousht “that's the shit.” He
would l!ll|l|-‘|l -.I|> the o
Let me tell vou, he used 1o

OV \lJ|\'-|\'|.Ilr|\'\ 11401

.\\.lu ol |.|'|\l.-| with hion, |

ally tlike T was one of

the cats, like Tawas '_'\:-Hi

“lused 1o v boetween
Sonny s house and “Tranc's
house, and those cats wer
I alous of cach other. Twao

reat ulvs, Neither

TrowI,

iy Lo
one ol them

had to waorem
about nothing. One would sav "Man,
what's he working onz’ U'd show him

a lic K, and then I'd go to the other

one, and "Trane would say, ‘what's
Sonmy \\nrl\'m_n_i o’ I was like the
Messeneer bov. It took two vears oft
of mv lile, _;I_1ti||_-_'; back and forth
between their houses

“Working

v i

with Trane apen o Lp
that .Ii'--l\ll l\l':.' ol
|\|.1\|.‘|-"_. 1 \i||-_: Loy creale e

EYRTRIN [|'.i|'.'_!_ ‘-illli)ll : |||.|\||'.-_' tdeas aned

dilferent scales. He turned me onto



the Slonimsky book, the *
Scales.” He taught me a lot. Eric used
to go over to his house and practice
Also Wayne Shorter. You
noticed Wavne used to sound a lot like

with him.

him. He doesn’'t anymore. "Trane
liked him.

“I started around that time with
Louis Hayes. We lived in the same
|11n|t|1|1t' He was the nn]\ cat who
could ph\ fast with me. I wanted to
play fast all the time. He could play
arrangeme nts.”

In his day, Hubbard has flirted with
avant garde notions, and, for a time,
was a roommate with Eric l)t)lph}' in
New York. *

Hubbard says about his l.‘\p{'l'ill!l.'l'l'(ﬂl

I was always curious,”
side. “I wouldn't say that I was really
thinking that way. Most cver ything
that I want to an I have it figured

out to see how it's related to the

chord. I'm basically a chord man. |

Thesaurus of

tradition. He had a little more of that
classical tradition,” he singsar 101(]
line, “dut-dut-dut-dut. That's where I
come in, me and Lee and Booker
Little, Bill Hartman, Donald Byrd. If
you notice, Byrd tried to do a little
Miles thing for awhile. The rest of us
were I).lsir.!l]_\' Clifford. Clifford was
the third man, I think, in that period
among jazz cats. He might have taken
over, but he died too soon.

“Fats Navarro died young, too.
These are hardcore bebop cats, 1
heard some of his records, and he was
spitting more than Dizzy.
Nevertheless, it’s hard to get in there.
What do you do? Dizzy hit all those
fast things and high notes. Miles had
the inside stuff, so it was kind of
weird to get in there. I tried to do a
lot of runs. | I'if_{ul‘w{] if I tried to pia’\‘
like a saxophone, I could do
st)[m‘thing a little different. And it

but | had maybe a
for playing the chord changes. But

that got to the people.

because
play

might go outside the chord, but I still
like some thing that’s relative,

“Eric would hear a bird like that,”
Hubbard points in the direction of the
|mt|~.(m" in the backvard, “and he'd
try to p]m it on his flute. He'd be up
at 6 o'clock in the mor ning. | d say

‘Eric, [ just went to bed. He was into
nature: he liked hmu‘)' and sunflower
seeds and all that. But he was a live
guy. He was a beautiful cat, but just
out there. Eric's s\\'ing never got to
me, but I don’t know if he intended to
s\\'inu

II you listen to Sonny and "Trane,
even lhouLh they went outside into
the frecform stuff a little bit, it wasn’t
Iunm It per tained to \nmclhnw It's
hard to find something that
me nnlngltﬂ besides those 11&"1\'_\' cats,
outside of Dizzy and Miles.

“I followed the Clifford Brown

and the people would go crazy.

worked.”
In the
supposedly ;-ngagvd in a kindly rivalry

'60s, Hubbard was

with fellow horn icon Lee Morgan.
£

“We really liked cach other. You know,

at one time, he was higgvr than Miles,
when Sidewinder came out. [ used to
follow him around. I went out and
hr)ughl me a sports car like he had,
drive down lil‘(:.l(l\s'a}' |1}' Birdland.
Miles was ]nuking at us. Lee had it,
man. But he didn’t know how to take
care of it.

“Lee Morgan was brilliant, but |
had nm)_;bt‘ a little more hipnv&s going
on, for playing the chord changes. But
he had the soul, that gotto the
pvnplv. It used to make me mad,
because no matter how guml | pla’\‘vd.
he'd pla\- one um:d lick and the
people would go crazy. But we were
two young guys, kind of rivals on the

scene in a way.”

After landing in the Hollywood
Hills, Hubbard’s jazz profile rose
considerably when Herbie Hancock
reasscmbled the classic Miles acoustic
quintet of the '60s  with Shorter,
Tony Williams, and Ron Carter, but
with Hubbard instead of Miles, then
in his five -year hiatus and with no
interest in cm't'rinu old territory,
“When \lll(’\ laid out, they
said ‘Freddie, w hy don’t you play with

.m\ way.

us?’ I'll never forget when Miles said
‘Freddie, you want to work with
them? Well then give me 350 apiece.

I never figured that out, what the
brother was talking about,” he laughs.

“He was a wild dude.”

In a way, VSOP, coming amidst the
plugged-in sound of fusion, paved the
way for the arrival of Wynton
Marsalis and the new acoustic

mainstream jazz rebirth of the "80s,

he’d

When this idea is put forth, Hubbard
cocks his head. “I never thuught of
that, man. That's mmvthing to think
about,” he laughs and lays back on the
couch, overcome l)\ the th(:ughl “I
swear, man, | was getting bitter. That
loosens me up a bit, because I was
getting bitter, Here was this guy,
putting on a tie, this young
motherfucker out of college pln}'ing
classical music and now he’s going to
pl.l\' jazz. But he’s a smart kid.”

This year, Hubbard plans to make a
new album with Creed’ laylor’s
revived CTI label, for w hich he made
g 70s. Hubbard's
last album was the 1995 date for
MMTC (Monk, Miles,

Trane & Cannon), but he dismisses it.

strong albums in the '
MusicMasters,

“I wasn't in pl:s\‘ing .\']mpc.T}u‘\' said

Continued on page 132
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and Victoria Spivey. The more rural
styles are represented by singers
fronting jug bands, including Hattie
Hart and Jennie Clayton as well as
classic Delta blues women like Geeshie
Wiley, Lottie Kimhmugh and Ruby
Glaze, the wife of Willie McTell. H

GROOVES continued from page 88

of talent that passed through Miles
for the
stunning diversity of it’s post-Miles

Davis’ latter bands is notable

work: While his contemporaries

indulged in everything from futuristic

soul jazz to thunderous post-Hendrix
bio-blasts, Herbie Hancock rode
electric avenue straight into beat
street, with a series of discs that seem
more relevant each year. 1975’
Manchild (Mobile Fidelity/
Sony/Columbia, UDCD 706 45:18),
like its predecessor Headhunters, and
the following year’s Secrets was not
just a showcase for Hancock's stellar
groovemeistering, but an object
lesson for anyone searching for the
sweet spot between the head and the
butt. There's the rollicking
fright—ll‘:lin groove of the
disc-opening “Hang Up Your
Hang-ups,” building from Wah Wah

Watson's greasy guitar intro to a
full-fledged juggernaut, and the
leadfooted thump of “The Traitor.”
Lest Hancock get all the credit, note
his collaborators: Wayne Shorter,
Louis Johnson, Blackbyrd McKnight,
Paul Jackson, Harvey Mason, Bennie
Maupin and Stevie Wonder, who
drops his trademark harmonica into
“Steppin In It

slop. ]

"

s ])()st—“('h.mn‘h‘(m"

FREDDIE HUBBARD continued from page 33

‘make it, Freddie, and we’ll
surround you with some good
players. lhal was the last lhll‘]u" and
that left a bad taste, a bad sound just
before I quit p]a\mg [ couldn’t even
play ‘All Blues,” man,” he shakes his
head.

“If I'm coming back out again, |
want to do something that will grab
people. It won’t be hard bebop stuff.
I'm not ready for that. I don’t think I
should anyway. What have I got to
prove? | want to do something good.
I don't need to show how hard I can
blow, especially right now. I might
blow a socket. Then I really won’t be
able to come back.

New from Stony Plain, Canada’s

Music) and members of BS&T.

82 year old legend ju

"One off the best al

rsndsred olbum rates with 1997's finest.” — Bill Dahl, Living Blues
. a disc that will undnubtedly become a classic Hall of Fame piece

and multiple award winner.” — Andy Grigg, Real Blues

S (Dincludes a 22 minute interview.

David Clayton-Thomas Biue Plate Special

David Clayton-Thomas, the amazing “voice” behind oll those multi-million
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“When | was playing with Dizzy
in Paris, he couldn’t get it going. He
was 70-something then. He'd rest
one night and then the next night
he’d play. He'd say ‘Freddie, you’ve
got to pace yoursell.” But I never did
that. I'd just start off blowing as hard
as | could. I want the house to love
me, and to scream. Hm-mm. That’s
how you mess up your lip‘i by not
warming up. If your car s mn% out
there in the ¢ nld you can’t expect it
to warm up right away. It’s the same
thing with your lips.”

Does he feel like he’s entering a
new chapter?

“It is a new chapter. I feel better
about life now. I realize how heavy
this music is, man. [ didn’t know my
music reached as many people as it
does. A lot of people like jazz. You
don’t always see them: not that
many people come to clubs
anymore, but people call me up and
say, ‘Man, we want to hear you play
."u'.lln SO lll.t it '(()Ul lhll W h.ll-. Wer
you do. []1.11 makt.\ me be thankful.”

Late in the afternoon, Hubbard,
still in his robe and with }'Lrst('rda‘\' s
five o'clock shadow, walks the
reporter out to his car. It’s peaceful
here, free of activity beyond a

neighbor walking her (II)Q,
exchanging greetings. The following
day, he’s off to ]ap.m to play some
warm-up gigs-— “warming up”
assuming a new, almost mantra-like
level of importance for the
trumpeter these days. The new
year would bring an Iridium
engagement in New York and a
record date with Creed Taylor, and
the aura of another new beginning.

“The Hub will return,” he says in
the L.A. twilight, with mock
braggadocio and a trademark,
hearty laugh, “Freddie’s not dead.”
It's hard not to believe it.

Gearbox |

Hubbard plays a trumpet made by the
Los Angeles-based Calicchio company,
which also custom-makes his
mouthpieces. He also plays a fluegelhorn
by Getzen, out of Elkorn,Wisconsin.



