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THE ELLINGTON ERA 1927-1940 Volumet

Foreword by lrving Mills

It Is diMcult to know whare to start In a tribute to the genius of Duke Ellington, So
much has been said before, by me and by countloss others, that thero Is little to add
oxcept one genaral obsarvation: the more time goes by, the more my orlginal faith In
him is justifiod

From the tima | firat met him, In 1026, until our relationship endod In 1039, | was as
close to Duke as anyone living, outside of his own famlly. | saw him rise from a position
of obscurity to one of world-wida rocognlition, and | didn't soe this from tha sidolines as
a spactator; as Duke's manager | was proud and happy to be an Integral part of the
dovelopments, and to watch his mounting success with a great sense of personal
satisfaction

When | first met Duke he was leading a small group at the Kentucky Club, at Broad
way and 49th Stroet. | romember the occasion woll: | was with the late Simo Siiverman,
tho founder of Var/ely, who was out for an evaning's relaxation aftor putting the papor
10 bod

Though the Initial impact of Duke as a musiclan and person was unforgottabl
one dotail escapes mo: | am still not quite sure which tune it was that particularly
caught my attention. I've seen it printed that it was his arrangement of 'St Louls Bluos'
that attracted mo, though as | rocall it today, | bellove [t was Dukoe's own Black and Tan

antasy, In any case, the malin polnt s that | was immadiately and profoundly improssed
by this young man who, It soon bocame obyious, was not just another planist or band
leador, but a truly croative artist, with tha latent potential for an unlimitod careor

Gradually we formed an assoclation; the first work | was ablo to glve Duke was na
an accompaniat and musical diroctor for singors on a few rocord dates, Then camo the
opportunity to work the band Into a show at the Cotton Club, By now Duko had ox
pandod tho orchestra to ten ploces, and | gladly contributed the salarles of the addi
tlonal musiclans out of my share of tho project, bacause this was obviously moro than
the mere launching of a dance orchestra or show band

In those days it was nocessary for a bandleador to play for shows and for dancors
Duke functioned efficiently In these capacities, of courso, but it soon bocame cloar
that helping to organiza his caroor was a big-scalo oporation. It involvod a groat doal
more than gotting dance dates or nightclub bookings for him, or selling his composi
tlons. It was nocessary to show the public a broader Imago of the man as a figure of
roal staturo on the American musical scono,

Within a fow years aftor the inauguration of this policy, Duke was ablo to claim a
llst of accomplishmaents that no other jazz orchestra at that time had ever experlonced
Tho band had been featured In a Hollywood motion picture, Duke had soveral songs
that had bocoma international hits, and as oarly as 1933, aboard the Olymplc, wo arrlvod
In England = Duke, the band, Ivie' Anderson and myself - whore wo were groetod by
Jack Hylton, the British bandleador and Impresario who had helped to arrange our first
oversoas four.

Thero I8 no nood for mo to review hore the events that followed during the romain
Ing yoars of our diroct assoclation, They are all admirably ropresented in this album,
the first truly comprehonsive panorama on records of a major sogmont of Ellington's
caroor, The music spoaks for Itself, and It spoaks oloquontly as a reminder of the
uniquo achievoments of this man during the days when jazz was still In a formativo
stage and had to face a groat doal of opposition on every lovel

Despite all the difficulties, Duke remained loyal to his boliefs philosophy, a
raro one In the musical world of those days, was that of a resolute, dedicated artist
Moroover, as | told the lato Charles Emge for a Down Beal Intorviow back In 1052, ‘I
never trlod to persuade Duke to sacrifice his Integrity as Duke Ellington, the musician,
for the sake of trying to find a short cut to commercial success. There might be some
thing for today's porsonal managers, booking agents and pross agents to think about
Too many of them think sololy in torms of developing and exploiting musicians as
commercial attractions,’'

I'think the porformances on those sides will bear out the belief | hold then and hold
now, that the f and most lasting music of our time has been made by the mon who
have boon unwilling to compromise. This attitude, and the talent that came with It,
have made Duke Ellington the most durable figure In the history of American jazz
music ho played a great part in helping to build.

The Ellington Mystique,

On the evening of April 29, 1963, a very active telophone line connected Bovorly
Hills, California, with New York City

At the California end, where an amplifier was
m go would be audible to all the faithful, were Patricia Willard, an Ellington fan and

by Leonard Feather

ttached to the telophone so that the

omployoo; Rox Stowart, an [ H\myluu alumnus
the Duko Ellington Jazz Soc loty
across the continant sent gra H\w

At the other ond of tho nm almast crushed by cako-carrylng kstago at
the Apollo Thoatro, were Harry Carnoey, then In his thirty-seventh yoar as an Efling
tonian, and Edward Kennedy Ellington, composer, arranger, bandloader and planist
colobrating his slxty-fourth birthd

Tho avents of that evening woro ramarkable In that thoy symbolized the perenn
mystique that surrounds the Ellington orchostra and its fconic leader. No Masonic
rltualism can surpass the Intensity and dodication of the Ellington Jazz Soclety, whose
mombaers once hold simultaneous birthday partios at 24 cities in 16 countries, The
Socloty, founded In 1958 by Bill Ross, an Ellington enthusiast and discologlst from
Montroal, had boen In exlstonce offectively long before that, in the sense that Ellington
students considor thomsolvos a spaclal broed, boyond the normal boundarios of jazz
onthuslaam, tled togethar by tho unique throad of the Ellington band that has run
through a major segment of thelr live

and many past and present members of
a Rox blow out tho candlos on the cake, friends

In this sonse, many of us, oven those who differ strongly in other areas of
oplnion, have boon bound by this thread for two, three and, In some cases, even four
decados

Ellington's music transcends the most violent disputes among musicologlsts, pro
iding o bond for such disparatos as Milton Berlo, Percy Faith, Arthur Fledior, Bonny
Goodman, Morton Gould, Woody Herman, Lena Horne, Gordon Jenkins, Andre Ko
tolanetz, Paggy Loa, Guy Lombardo, Colo Portor, P , Dooms Taylor and
Lawronce Wolk, Those namos we uumwmn umml m; thoy wero among the dozens
who, In 1952, on the occaslon of the ary of Ellington’s Cotton Club open
ing, pald tribute to Duke In Down Beal and name yod thalr five favourite Ellington racords.
it is highly Improbablo that any other musical figure, in or out of jazz, could Induce
such an ocloctic

Woo Russo

llvor ann

somblago ovon to name five of his or her racords
Ellington's music doos moro than cut across party lines; it induces an unparallelod
kind of florce, jealous loyalty. If you daro to say, in tho presence of J Morgen (the
New York pross agent who once arranged a White House Inte oon Ellington
and President Truman) that Count Basio's latest album is bottor than “H\vw s, you will
be subjected to a harangu
only kidding (as you undoubtedly v 5u happon to bo a membor of the
Ellington band who at one point decided to quit, there is absolutely no assurance, no
mattor how final your terms of doparture, that you have quit forever. Among the moths
that have been attracted back to the flame in the past couplo of years are no fower than
nino formor membors who rojoined, briofly or pormanontly ,mm absonces ranging
from a fow weoks to 22 yoars: trumpeters Cootlo Williams, Cat Anderson, Ray Nance,
Willle Cook; trombonists Lawrence Brown, Quentin Jackson; saxophonists Johnny
Hodgos and Paul Gonsalves, and Sam Woodyard, tho drummer

hering that you will hasten to assuro him you wore

Ellington’s place In Amorican musical history was underostimated for many yoars
bofora it was fully misunderstood A factor that has tendad to confuse the public (and
to some dogroe the historlans) Is that Ellington, as ho himself pointed out long ago,
functions on two maln bases, as a bandleader and as a composer. ‘Somotimes | com
poso for tho band, somotimes | compose for other organization I com
poso In a vacuum,' he told Barry Ulanov, Ellington has fed the misconceptions by
appoaring on tolovision shows and at jaz fostivals a5 tho performer of a madloy of his
hits', Tho fact is that tho most vital of his works in the main are neither tho simplo
molodios that take on lyrics and earn wide popularity food Indigo), nor tho
themos ho has written for nightclub, Broadway and movie (/ Let a Song Go Out
of My Hoart, ''m Gonna Go Fishin'"), but the strictly orchestral pieces, in which his
flair for the creation of Intorosting melodic lines is inoxtricably entwined with his skill
In orchestrating them, in devising soctional and ensemblo passages of an extraordi
narlly personal nature, and In presenting the results through the modium of what has
always beon callod his favourite Instrumont: the Ellington orchestra

Duko's accomplishments, in other words, are best evaluated not In relationship to
his success along Tin Pan Alley, but entiroly in torms of his achievements within the
framework of jazz. As a songwriter ho s a mastor, but Gershwin and Kern and Rodgors
can bo considered mastors on the samo platoau, As a composar-arrangoer-bandleader,
in the Irremovablo-hyphen

There has boon no continuous line of development in Ellington as a tunesmith, for
in this minlaturist art tho plain diatonlc approach of a Solitude, vintage 1034, Is as satis-
fylng and fulfils Its purpose as adoquately as any hit he may write today: but as a
woaver of orchestral toxtures he has been changing, developing and expanding since
the beginning. It s his continuous evolution on this level that makes the prasent album

s0, ho Is unique.
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othar orchestra In jazz history
three-place trumpot section later became four, the two trom
bones oventually were threo, and the reed saction ultimately expanded from throe to
four to five); but a track-by-track study of the line-upa shows that the only other actual
personnel changes during the entire decade from mid-1020 to mid-1930 were threo
pormanent defections, and two of these ware caused by ret|
(Jonkins and Whatsol). The third was tho departure of bassist Wellman Braud

This as hing constancy was partly cause and partly offact of the Ellington
mystique. No other composer-arranger had, at his dally command, a group of men
whoso abilities were so familiar to him, and so complotaly at his bock and call, Thelr
talents became an extension of and comploment to his own, No other orchostra was
able to build, through so lengthy a porlod, an International retinue of admirers that
followad minutely avery aspect of the Duka's progross, every slight shift in orchastral
dotall, ovory now addition to tho oxclusive club, In which membership as a sideman
was the ultimate soal of approval for a jazz musician

| can write about these avonts
was the Impact of spocially Imported Ellington records, some of thom bought at near
prohibitive cost from a Jazz-orlantod record dealer In the East End of London, that led
to my own lovo of jazz, to my own participation as musiclan and later as critic. It was
at the time of the Ellington band's first visit to London, In the summar of 1033, that the
ultimate direction of my life was determinad along with the lives, | am sure, of many
other English youths to whom he represented a distant peak of aesthetic achiovement

The Ellington orchestra was prosented In England chiofly as a vaudeville attraction,
though already there was genuino concern with the band on the part of Constant
Lambort and othor ‘classical’ composors. England and the Continent accepted Elling
ton on this level sooner and more profoundly than his native country, where all jazz
musiclans were regarded as entertainor ual nightclub and ballroom attractions,
rather than as men dedicated to a vital, growing, new art

The facts of Ellington's background are available In a dozen book
longer, unfortunately, in Barry Ulanov's Duke Ellington, a
out of print for some years), Briefly: he was born In 1899 in Washington, D.C.; his
father was a butlor who worked at the White House and often at parties hold In various
embassies; lator he bocame a blueprint maker for the Navy. Until his mid-teens, when
his sistor Ruth was born, Ellington was an only child, a well-adjusted and well-educated
youngster who, for soveral years, despite privato piano lessons, romained less intor
osted in music than In painting. Shortly before leaving high shcool he was offered a
scholarship to tho Pratt Institute of Appliad Arts In Brooklyn (ho had won a postor

ponsored by the N.A.A.C.P.), but he turned it down, havirig become inter
ostod by this time in ragtime plano and In making a living locally, playing gigs with
local musiclans and painting commercial signs.

Bofore World War | ended, Ellington had earned a substantial succoss in Wash
ington, furnishing bands for parties and dances. His careor as a composer began In
1917 when, while working at the Poodle Dog Cafe, ho wrote a James P. Johnson.
Inspired pioce callod ‘Soda Fountain Rag', By 1924 he had made his first attempt to
write a show score: ‘The Chocolate Kiddies', ran in Berlin for two yoars but was ne
presented In the U.S,

Ellington came to Now York twice. The first visit, In 1022, consisted of a brief and
unhappy assoclation with the ambitious band of Wilbur Sweatman, a sort of premature
Roland Kirk (he played threo clarinets simultaneously), wod by a fow months of
the only real poverty Duke ever knew. After returning to Washington, ho was porsuaded
by Fats Wallor, In the spring of 1023, to try New York again. His early associates wore
trumpeter Artioe Whotsol, saxophonist Otto (Toby) Hardwicke, Elmer Snowden on
banjo and Sonny Greer on drums. Snowden at first was the nominal leader when they
played at Barron Wilkins' club in Harlem. Soon after, under Duke's leadership and
with Freddy Guy in Snowden's chair, they moved downtown to the Hollywood (later
known as the Kentucky Club), where Irving Mills found them

Without question the pivotal date in Ellington's career was Decembor 4, 1927, when
the enlarged band opened at the Cotton Club for an engagement that lasted (with time
out for various tours, a Hollywood appearance in ‘Check and Double Check' and other
side ventures) until 1932,

In the remaining years of the period coverad by these six sides, the other events
recollected by Duke as those of greatest significance were, first, the band's opening
at the Palace, which in the vaudeville frame of reforence meant that it had arrived in
the big time; the London Palladium opening in 1933 (‘The applause was terrifying; it
was applause beyond applause!'), and his fortioth birthday colebration in Stockholm,
when he was awakened by a 16-plece band from a local radio station, marching Into
his hotel room playing 'Happy Birthday". ('All day long huge bouquets of flowors kept
arriving . .. there was a ceremony on-stage, followed by a big banquet for the entire
orchestra. It all brought a very glowing end to our second European tour.
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What happaned to the Ellington pen and the Ellington band during the 1027-1040
pan could bost be defined by a documant
full technical doefall, bar by bar
album. Lacking this
typlcal examplos

Lis commonplace today to

ral hundrod page
and chorus by chorus
upace, | can bost

long analyzing In
vory one of the 48 tracks In this
ummarizo the dovelopmonts by naming a fow
woave o wordloss vocal Into an orchestral performance
but in 1028, when Ellington used Baby Cox In Hot and Bothered and The Mooch, It was
a darlng Innovation, The use of rubber plungers as mutes, of growling trumpots and
trombones, today seoms qualnt or even archal
romains a rich colouristic trait

Incradible though It may seem to the youngor Jazz student, until Ellington devisec
such works as Clarinel Lament and Echoes of Harlem, there was not a
In all of jazz history, of a composition bullt specially around a

Most significantly, Ellington was the first to tear off the
fined all of jazz to tho thre
was achloy

n Ellington's scores It was and s

Inglo examplo
Inglo sololst
stralt-jackot that had con
minute limitation of the 78 rpm gramophone record, This
d through the oxtonslon of works to two or four sides, an Initiative undor
takon first with 'Craolo Rhapsody', then with the four-part ‘Reminiscing in Tempo', and
on this 0 In BI

Evon such dovice minor to major mode and back during
a blues, or from a 12 to a 32-bar theme during the sama three-minute performance,
owaod thelr Jazz orlgin, or at least thelr oarly dovelopment, to Ellington
search for the structurally unconventional

From the harmonic standpolnt, Ellington was even furthor
porarles, Tho use of ninths, sometimes moving chromatically
In a mannor so resourcoful that every other arrangor of tho day by comparison seemed
harmonically paralyzod; the Incorporation of minor sevenths Into bluos passages (and,
Indooed, a continuously fluctuating and exciting orlginal approach to the already con

ontlonal 12-bar form), and a hundred other devices all helped to ostablish the Ellington

genlus for bringing Jazz out of the confining areas of folk music Into a vast now arena
that established It as a mature, litorate art form

Ellington's relationship with his sidomen was one of mutual indobtedness, Through
his band wo wore Introduced to the great brass men of the 1930°s, Miloy and Cootie and
Rox, 'Tricky Sam' Nanton and Lawrence Brown and Juan Tizol; to the unique
of Bigard's spiralling clarinet and to Hodgos
was known In those days Ju
unsurpas
monic

rinuendo In Blue and Cresce

impl swltching froi

constant

ahoad of his c
the volcing of chords

ntem

unds
axophone facllity (ho
for the ballad solos), to the
Sarnoy's barltono, and of course to the rich har
s woll as tho striding swing of Ellington's piano.
Those men, at the timo of thelr emergence to International a
croators of sounds and stylos uttorly distinctive in timbro, c
tonal, rhythmic and melodic qualitios, Tho docados that have passod since these
virtuosl rose to prominence have produced extraordinary tochnical advances in jazz,
but tho passing of time has In no way reduced the subjoctive or objective meaning of
thelr contributions.

Novertholoss, rocordings must bo oxamined today In torms of
the contoxt that produced them, If some of the simplor diatonic linos saem crude, If
tho clarinot's intonation s less than optimum, If the thythm section does nothing but
chug out four beats to the bar, It is necessary to romember Just how advanced these
seomingly primitive oxorcisos were at the time; for even at this limited stage In the
ovolution of Ellington as an orlginal and sophisticated creator, ho was years ahoead in
the shaping of orchestral jazz

As you progress through the sldes, though, the necessity to mako such allowances
diminishes porceptibly, until around the end of Part 2 one is no longer studying
troasured museum ploces under a microscope, but rather listening to aural documont
that have miraculously survived the Inroads of timo. The past 20 or 25 years have
chowed up much of the early art of jazz, minimizing Its subjoctive listening value
because of the tremendously advanced sensitivity of prosent-day oars, and reducing
the old-fashionod four-beat rhythm section to the very antithesis of the swing it was
once taken to represent, Yot such thoughts never como to mind as the band exultant!
rocks its way through, say, Batlle of Swing

As you make the nostalgic journey, having crossed In microcosm a thirtoen-year
moment in the history of music, you are reminded that when Duke Ellington brought
his first musical statoments to it, the language of jazz was a pockot dictionary; today
it Is an oncyclopedia. This Is due In large moasure to his own Initiatives; the words
and phrasos and semantic folkways of jazz oxpression have grown constantly under
his urgent prodding

As you reach the final sides you may be reminded, too, of the oft-ropeated and
crushingly apt summation by André Previn: ‘Another bandleador can stand in front
of a thousand fiddlos and a thousand hrass, givo tho down boat, and overy studio
arranger can nod his hoad and say, "Oh| yos, that's dono like this." But Duke meroly
lifts his fingor, throe horns make a sound, and nobody knows what it is |

Hero is Duke Ellington ifting his fingor, whilo the twentioth century listens, Hero
in the torms that Duke and Duke alone could propound and define, are 48 reasons why
the Ellington mystique will surround this man's nama long after the coda Is written for
all of us
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THE ELLINGTON ERA 1927-1940
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IT DON'T MEAN A THING (f It ain't ot
i 6 1-A) Duko Ellinglon and his
T, track, but Guy changes
18 (mx B 11200-A), 21/32

wick 0374 (me B 118 16/5/22.
C tra. Por 2

o Brown, | Otto Hardwick

7, BLUE TUNE. Bru ), 4(2/32. Duke
on and h Pe 1.0 8140 2, trach 6

SHEIK OF B 11840-A)

2. Duko El or s

35 mado In Now York
FRANK DRIGGS,
Super Figlio.

I Atlorton, Stanley Dance,
Molinalll, and Jacob

ol rocording y J
Harry N, Fe iIs, D
Schnoldor.

OLD MAN BLUES |

and thero w
verything had a picturo or
thing.
MOOD INDIGO, which Duke wrote in fifl
dly his most famous composition. "It h
and a itlo gil" he claims. *Somoono told the boy
his and ho fakes hi sibllity
arod stiff of hor. He tips his hat
foop on which sho's.sitling, unti
Iton the stoop any moro. Ab
that Mood I
Whotsol, Bigard

Alway
n minutos,
2 {0 do

riously,

DON'T MEAN A THING vith Iis wa-wa brass

Ivie Andorson vocal, and solos by nand Hodgos a

an,ospeclally hmm Ellinglon year, «We

hon," Duke , “that the world would

e e ot oo s el y, the title

is a slogan not yot outdated in
LAZY RHAPSODY wa

ry obvious pradecessor of
s lazy swing and distinctivo
sound of Hm wulul Ellington brass was 1o Influenco many
ho sololsts are Bigard, Duke, Carnoy and
Fodgos, Cootlo Williams being the vocallst
BLUE HARLEM, lik tho two preceding tflos
ix brass and four roods, Duke, as always
of his_onlarged palette, Sol
, Nanton and Bigard aro noatly dovotailed into tho
vell-constructad arrangement,
BLUE TUNE Is wraciive original from what mioht
of his fitlon thor
Ar A (st ehoried
and, Bigard (tenor), Hodges and Willlams aro
THE SHEIK OF ARABY opons
Brown which groatly impressed music
striking Is the second chorus on which
r-mutod commentary on
third, also suprising, co
yariailons by Hadgos. Inthe a

st, Dul
don;of havin the brass playchords!ike:a. L it

Further notes, by Irving Mills and Leonard Feather, will be found.

ide this sloeve.

s In all €OS recording

rding in any
e e oL e e e
‘Seruwe. London Wi

€ Farformance Lid.. Eveirn House, 61 Ox




