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By GEORGE AVAKIAN
® The compositions and the orchestra of Duke
Ellington are noarly Inseparable, for nlmost all
his music has been written expressly for hig
own orchestra, and much of it has emerged
from the orchestra itself.

Some of Duke's compositions in this collec-
tion came about through informal group cren-
tion in which Duke or someone in the orchestra
would lay down a theme of sorts, and gradu-
ally a compositional development would take
place as Duke demonstrated at the piano and
shaped parts for the various members of the
orchestra. As can be seen from this descrip-
tion, an orchestration tended to emergoe ay part
of the composition itself, which is the method
used by a “serious” composer.

As for the Ellington orchestra which inter-
prets those wonderful componitions, it's veally
two or three orchestras, because of the time
lapse involved. Duke had only a few changes
of personnel for over a decade, but in the early
forties the tenor of the music business under-
went some unfortunate changes, and the gen-
oral restlessnoss of the industry began a grad-
unl break-up of the great Ellington person-
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In a Sentimental Mood

[ Lel a Song Go Out of My Ieart
Do Nothing Till You ITear From Me
Don't Get Around Much Any More

nel, (The departure of Cootie Willinms, one
of the most distinetive volces of the Ellington
ensomble, ingpired Raymond Scott to write a
fine picce called When Cootie Laft the Duke.)

Surprisingly enough, the 1028 recording in
this set (The Mooche) doos not sound at all
duted; the technical quality of the recording
is excoeptionally fine, and perhaps only the use
of n bunjo in the rhythm section gives away
ita vintage. The Ellington style is already
apparent — a unique, unmistakable sound of
extreme richness, solos which combine simplic-
ity nnd directness with great imagination, and
ensemblo playing of unusual harmonic texture
and what can perhaps be best deseribed as lazy
awing.

The compositions are arranged in the order
In which they are written, but the perform-
ances nre not chronological. Rather they nre
merely performances which I think are won-
dorful and deserve to be used ns the oxamples
for the compositions. One theme (by Bubber
Miley) from East St. Louis is omitted in this
particular version, but it is, T feel, the most
enchanting of Duke’s many recordings of his
theme; the familiar opening of Black and Tan




Fantasy s not heard.at all in the version in
this set, but gained instead are the b group
of nolos ever recorded by Duke on this familiar
masterplece, The ultimate end of this collec-
tion is, 1 think, admirably achleved: to bring
togethor twelve of Duke's greatest ereations,
in performances which also make a marvelous
program just to listen to.
SELECTIONS

East St, Louis Toodlo-00, The version in this
sot was copyrighted ns The New Faat St. Louis
Toodle-0, but to Ellington fans it will never be
anything but East St. Louis Toodle-00, Some-
where in the reaches of my memory is an arti-
cle in a pre-war British jazz magazine in which
Duke took great pains to point out that the cor-
rect pronunciation of the Inst word is “tond-
low,” and that it means a kind of shufMing
walk; in his mind, the composition was meant
to depict an old man slowly going down a
dusty country road. This is Duke’s first compo-
sition of real stature; it was written in 1026,
For many years it servéd as the Ellington
theme song; its mnjestic chords, underlined
by Sonny Greer's dexterity on the templo
blocks and chimes, bring back to countless
Ellington fans tho memory of late radio broad-
casts, stage shows, and one-nighters. (Th
Ellington band in the thirties was the greatest
one-night attraction any jazz fan could have
hoped for.) For me, it recalls the silhouette
of the orchestra emerging gradunlly behind
the thin curtain of the Apollo Theatre in Har-
lem, with the two string basses — Duke used
two at that time, one at each end of the band-
stand — then as the lights behind the orchestra
grew stronger, the outline of the brasses and
finally Duke himself stepping forward from
the piano. In this version, the first cight bars
serve as an introduction within what emerges
as n 40-measure chorus (24 bars, 8-bar releas
and back to the original theme for 8) ; the sec-
ond chorus is an orthodox 32 (16-8-8 in the
AABA form). Cootie Williams and Barney
Bigard are the soloists against the rich tapes-
try of the orchestra. Recorded March 6, 1037,

Black aud Tan Fantasy. Again, this version
is copyrighted as The New Black and T'an Fan-

tany, but the only real Justification is that
Duke omits Bubber Miley's original opening
chorus. Once more Sonny Greer performs per-
cussive marvels; the soloists (in order of
appearance) are Barney Bigard on clarinet,
Iarry Carney on baritone sax, Joo Nanton
(known as “Tricky Sam’ as a tribute to his
agdlity with mutes), and Cootie Williams. Both
trombonist Nanton and trumpeter Willinms
use two mutes at once In this record; each
plays with a metal mute (shaped like a small
light bulb) inserted into the bell of his horn,
plus a rubber plunger manipulated by hand
over the entire bell. The “Where shall we all
be a hundred years from now” ending is tra-
ditional; #so is the adoption of this plece by
overy burlesque stripper in the history of man-
kind. Another custom finds Barney Bigard
holding a D-flat behind Nanton’s solo, gradu-
ally sharpening it as he rises from p to f (it
becomes a D-natural in the 6th bar and an F-
natural in the 10th) until in the last two bars
he has completely dominated Nanton. Recorded
January 13, 1038,

Creole Love Call, Written in 1027 to fenture
the voice-without-words of the celebrated com-
edienne Adelnide Hall, this is another Elling-
ton classic which has shared the stage with

burlesque queen, bar none. As with Hlack
and Tan, there are two themes of 12 bars each;
the clarinet'trio which traditionally opens this
pidee 18 especially sinuous and undulant. Kay
Davis handles the unusual voeal, in which her
voice is completely a solo instrument of the
orchestra. Ray Nance interprets the original
Bubber Miley muted trumpet part. (Miley not
only created the trumpet parts in the first
four compositions in this set, but it might also
be said that all four compositions were created
more for Miley than for any other member of
the Ellington Orchestra of the time.) Some
small Alls heard on alto sax and clarinet are
played by Johnny Hodges and Jimmy IHamil-
ton respectively, Recorded September 1, 1949,

The Mooche. This is one of my very favorite
Ellington records and, I think, the greatest of
its period, It an ingencously constructed
work. The opening section is a 16-bar theme,
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followed by an 8-bar strain; then comes what
might be called the trio section, which Is 12
bars in length. Three variations on this strain
follow; then the orchestra returns to the first
24 bars to go out. The soloists are Bubber
Miley, Barney Bigard (with ponses by gui-
tarist Lonnie Johnson), vocalist Baby Cox
(again backed by Johnson), Miley (responses
by Johnny Hodges), and finally Miley alone.
Johnson’s presence I8 n freak occurence which
happened n couple of times when Duke and
Lonnie were both under contract to the old
Okeh company (now owned by Columbin).
Baby Cox is a vaudeville singer who could belt
o pretty fair blues, but in this record she enrns
an all-time place in jnzz annals with a’ word-
loss performance which g quite different from
the way Adelaide Hall and Kay Davis have
handled much the same iden with Duke; Baby
fs to voice what Bubber Miley was to trumpet,
This particular record, made on October
1028, was cut a few months after 7'he Moocho
wans composed. For n new expanded version
which should not be missed, we r you to
Columbin ML 4639,

In a Sentimental Mood. Another of Duke
geries of commercinl ns well ag artistic su
cosses in the middle thirties, Toby Hardwick
is again heard above the rest of the saxe
time in more of a solo rolc 8 baritone
sax plays the second eight. The first release
finds Rex Stewart playing the fill-in phras
that’s Cootie Willinms holding the muted notoes.
Hardwick returns for the last oight, The other
chorus on this record is shared, eight-eight and
cight-eight, by Freddy Jenkins on trumpet and
Larry Brown on trombone, This is the original
recording (April 80, 1936) of this composi-
tion.

I Lot a Song Go Out of My Heart, This is
the record (March 3, 1038) which created this
remarkably rocking hit tune. Had there been a
presidentinl election that year, Johnny Hodges
could have won the nomination of both parties
just on the strength of the first eight bars.
Carney, backed by Hodges, plays the rest of
the first chorus, except for Larry Brown han-
dling its release. The swinging ensemble in the
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first half of the second and last chorus is one
of the finest examplos of the Ellington band
In full but subtle cry. Barney Bignrd plays the
last 16, and Brown’s trombone fill leads to o
reprise of the major 8-bar theme, and finally
a 4-bar coda. This arrangement ia perhaps the
epitome of Duke’s marvelous use of “wan-wa'
brass, especially in the first and last state-
menta of the 8-bar theme.

Do Nothing Till You Hear From Mo, Writ-
ton in 1040 as o showpiece for Cootie Williams
(it was originally called Cootio’s Concerto),
this is another of Duke's fine compositions
which became n commercinl hit only after
words were added. Nance and Brown are the
goloists in this performance, with Al Hibbler
singing tho vocal. Recorded November 18,
1047.

Don’t Got Avound Much Any More. This fol-
lowed hard on the heels of Cootio’s Concerto,
and again it's the same story: an instrumental
in its inception (under the name of Never No
Lament), it became a hit when a lyric was

written for it, Again, Hibbler sing

time Hodges and Nance handle the

Al's closing pronunciation of “any more" «
“henty more” s something which attracted a
lot of attention at the time, but I have always
wondered why no ono olse seems to have
noticed something which struck me hard a few
hours aftor I had bought the original relense
of Never No Lament, There wans something
awfully familiar about this beautiful rocking
tune, and suddenly T had it: it was n clever
variation on I Let a Sony Go Out of My Heart,
so constructed that the earlier tune becomes a
perfect counter-melody to Never No Lament
(or, to be up to date, Don’t Get Arvound Much
Any More) except in the relense, where the
newer melody becomes a counter-melody for
the old one. Try it yourself and see; the two
versions in this collection are oven in the same
koy, which makes it easier. The counter-melody
Duke created for this recording ( vember
11, 1047) is pretty good, but some time it would
be interesting to hear Don't Get Around
performed with its natural “ghost” counter-
melody.




