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n these days, when jazz has turned to conso

by old masters like Charlie Shavers and Johnny

by definition. Sleeve note accolades can often do i

applaud the fact, for Shavers and Hodges were genii, 0
total original minds, two of the great burnished talents that wer
years. All that we've long known.

What is more interesting, on second thought, is what the two of them shar
Both precocious talents, fully matured in their teens, they died within a year o
in 1971. Both seminal figures: Johnny Hodges, one of the three classic alto-saxo
in jazz, Charlie Shavers, one of the two or three greatest trumpeters of his (or perhap
era; and both with the kind of ripe luscious talent that grows only in the summertime
an art. Both had the gift of making perfection sound easy, and both revelled - with an
almost Casanova sensuality - in every tonal, and technical richness that their instrument
was capable of. In the stern world of jazz criticism, where (in the old days) wrestling with
our art meant wrestling with your instrument too, such carefree mastery led to easy criti-
and error: "for Shavers, charges of tasteless gallery-fetching blowing, for Hodges the
ional one-word sentence of schmaltz." Tight-lipped critics (if that touchy breed still

once remarked) bunk - who can document the meetings on
midnight roads? - But on this record they occupy separate
is annotation.



So, Shavers first - for me, for one, the most brillia
By the time he joined John Kirby at just nineteen hist
gly unlimited in range and flexibility, and honed with a
never over-regimented his jazz feeling. By then Shavers w
technicians; after Charlie, Billy Butterfield was still observing ru
much left to play!" And that - for anyone who heard him in Englan
Dorsey Orchestra around 1963, chiming off top G's like bells - sums it
and the inspiration - came from Louis Armstrong ("He was swinging be
word forit!" Shavers acknowledged) but many aspects of Charlie's art were ex
the occasional wide Yiddish vibrato, the puckish half-valving and pedal notes, th
pounce leaps into super-top register. The pure-gold tone though, the rightness of m
concept, the affection for apposite musical quotation, the ability to fit immediately in
every professional music situation were all via Louis to Charlie, and such was the love
and debt that when Armstrong died, Charlie Shavers' mouthpiece was buried with him.
And when Shavers himself died, two shadowy days later (from throat cancer), he may not,
erhaps, have wished otherwise.

an Hawkins established a tenor saxophone vocabulary back in those carefree roa-
f jazz, then Johnny Hodges did the same for alto. And he did it- another remar-

d despite Charlie Parker's later re-assessment of alto-saxophone
ined - for Parker as well - an unassailable Godhead. "Even now,"
My Mistress, W.H. Allen, 1974) "I never met an alto saxopho-
d out by Johnny Hodges!" And for musicians everywhere,



"Johnny Hodges was a natural,” said Earl Hines,
a beautiful sound!” (S. Dance, The World of Earl Hin
were legion: perfect unhurried relaxation in creation, an
sity, that unique melodic concept that somehow combine
blue, and the power and personal authority that led the saxopho
greatest jazz orchestra ever for nearly forty years. "There was a grea
when our listening audience looked up and saw Johnny Hodges sittin
the sax section in the front row!" said Duke Ellington (ibid.), and it's a tribu
Ellington that he found a way to keep Hodges almost continually there. One of t
to allow him the freedom, whenever he chose, to record as a bandleader and solo
own right; perhaps it's an indication of their mutual musical need that most Hodges
bands - particularly those ruminative almost prayerful recordings from the 1930's - sou
like a respectful echo of Ellington’s own musical visions.

On this record, two old masters perform in two settings each. Both, for the most part,
are accompanied by Al Waslon, a discreet and highly musical pianist who understands
ctly how to let his guest stars shine most tightly, an efficient bassist and drummer, and



Homage is paid to Ellington in tune selection
Ellington without Hodges was usually like a honeym
is revealed in the spectrum of talent that could produc
Jeep's Blues and the forthright strength of In a Mellow Tone,
the chance to hear again an embryonic yet recognizable John
witty rangy trumpet. But it's left to Hodges to spell the magic; it is
the vision of those hushed ballroom listeners, silent and staring up in
insouciant weaver of dreams above.




JOHNNY HODGES
CHARLIE SHAVERS

1

8
9

PERDIDO (a) 2:39

JEEP'S BLUES (a) 2:39

ALL OF ME (a) 1:51

“C" JAM BLUES (a) 2:17

I GOT IT BAD (And That Ain't Good) (a) 2:09

IN A MELLOW TONE (b) 6:58

BYE BYE BLACKBIRD (c) 2:24

BREEZING ALONG WITH THE BREEZE (c) 1:55
EMBRACEABLE YOU (c) 2:15

10 WHAT IS THIS THING CALLED LOVE (c) 2:49

11 TIME ON MY HANDS (You in My Arms)(c) 3:32
12 UNDECIDED (c) 2:54
13 I'LL MAKE FUN FOR YOU (d) 3:35

Liner notes: Digby Fairweather, 1981

2xHD Mastering: René Laflamme e 2xHD Executive Producer: André Perry
Album coverand booklet artwork: André Perry ® Graphics: Sylvie Labelle

HALF & HALF

Johnny Hodges with Al Waslon Trio:
Johnny Hodges (as); Al Waslon (p);
Joe Schmalz (b); Ed Knil (dm)

Johnny Hodges & His Orchestra; Shorty
Baker (tp); Lawrence Brown (tb);
Johnny Hodges (as); John Coltrane (ts)

Charlie Shavers (tp) Al Waslon (p);
Joe Schmalz (b); Ed Knil (dm)

John Kirby's Sextet: Charlie Shavers (tr);
Russel Procope (as); Buster Bailey (cl); Billy Kyle
(p); John Kirby (b); O'Neil Spencer (dm)

or Specs Powell (dm)
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THE 2xHD MASTERING PROCESS

2xHD is a record label which uses its proprietary system to pro-
cess music masters originally recorded in analog or DSD or other
format, to DSD in order to produce a unique listening experience.

The process uses a selection from a pool of high-end audiophile
components and connectors. In some cases even using battery
power, so as to benefit from the cleanest power source possible.
This variable equipment combination custom tailored to each
project, creates the most accurate reproduction of the original
recording, unveiling informaton previously masked by the use of
EQ, transformers, patch bays, extended cable length etc. The
selection of components is critical, as many A/D and D/A con-
verters are unable to pierce through these filters that create
a ceiling effect to the sound. The 2xHD system preserves the
dynamics of the original master and provides an open feeling to
the sound.

2xHD was created by producer/studio owner André Perry and
audiophile sound engineer René Laflamme, two dedicated music
lovers determined to experience only the warmth and depth of
the music without hearing the equipment.

2xHD Mastering by: René Laflamme
2xHD Executive Producer: André Perry

www.2xHD.com
Pure Emotion



