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L DETAILS

1899 Do Washingion, D.C. Christened Edvward Kennedy, Fother ond Ellington

was butler, later Novy lueprintmaker, by trade, Mother Kennedy Dilinglon

1907 me ed by Washingtonian neighbour

1914-17 Atiended A Washingion, working “aficr hours" as sod Jerk at Poodle Dog

ofé. Fir y 01916 ?

1916-22 Played p » ally at firsty with Louis Thomas; later with Russell Wooding, Doe
Jing Oto Hardwick, Arthur 1Whetsel, Elmer Snowden.

ok
important New ¥

fes™ and " Belle Of The 'Ninetle
iutanding song of the year.
van won ASCAP Award for outstanding song of the year,
1Let A Song Go Out Of My H \CAP Award for outitanding song of the yeor,
ul Furopean tour: France, De nd, Denmark, Norway, Sweden. Dilly Strayhorn and

About the record.

The music of Duke Ellington falls into three distinct periods of development. The first
period, dati om the earliest recordings by the full orchestra, in November 1926,
Jasted until the closing months of 1930, by which time the path through the second
period was already lined out by the emergence of works as exceptional as Mood Indigo.
The second period, marked by great advance in subtlety of writing and more perfect
performance by the ensemble, flowered in the early months of 1931 and lasted wntil
the end of 1939, when, with the introduction of Jimmy Blanton on bass, Ben Webster
on tenor saxophone, and the beginning of Duke's long and fruitful assoeiation with
his more youthful alter ego, Billy Strayhorn, he embarked upon his third, or what might
be called “modem” period.

The three records which comprise “The Duke Ellington Story” are concemned only
with the first two stages of Ellingtonian development, while this first record deal
specifically with what has sometimes been called his Jungle Style - a style dominated
by the growling brasses of Joe ‘“Tricky Sam” Nanton, the late Bubber Miley, and
subsequendy Cootie Williams, Hence the subtite for Side T - **Jus Nights in
Harlem" - conned from a work composed and recorded by Duke in 1930, For Harlem,
in those early days, was Duke's bailiwick, and the famed Cotton Clubx(on 142nd-Strect
and Lenox Avenue) his castle!

The relationship of Duke and his players has always been subtly remarkable and mu-
wwally rewarding. For while Duke is gificd with the happy knacksof bringing out the
best in his musicians, they, in their turn, have not been without influence on Ellington's
own work and personality. And in this first period of Ellingtonia no one player
exerted more lively or obvious influence than James “*Bubber** Miley - that prince of
Il be noted, Miley

is listed as co-composer of two of Duke's mostimportant early works - Black And Tan

erowlers and pastmaster in the use of the plunger mute. Inde

Fantasy and East St. Louis Toodle-Oo, which for many years was his signature tune and
curtain raiser to countless remarkable Ellingtonian performances. This huter picce
introduces one of Duke's carlicst essays in writing for the brass section, and a particu-

Jarly poignant trumpet solo by




e Miloyadoes yagappear.in daevesion of Black And Tan Fantasy contained herein. His
place is taken by that much underrated trumpet playee of the era - Jabbo Smith, whose
solo makes an interesting comparisoft @y Miley's niore pungent and dramatic im:
provisations it other recordings, Black And Tan Fantdsy, like The Mooche, iscompounded
of several themew A sinister opening theme, twelve bars Jong, s followed by a graceful
melodio theme, sixteen bars long, felicite performed by Otto Hardwick on alto
saxophone, This leads into the “middle section'™ o the gomposition - a scries of
ingrumental improvisations on the foundation of the twelve bar blugs. The soloists
are Jabbo Smith, Ellington himself, and the redoubtable ‘Tricky gam” at his most
barbaric. In The Mooche the third theme ‘middle scetion”, is blues once more, and
the inspiration of one of Bubber Miley's most evocative solos - a virile and masculine

tesponse to the yodelling of Miss Baby Cox, in the preceding chorus

Black Beauty, a piano acrangement of an earlice orchestral work, isa delightful example
of Duke's melodic invention, and may be likened to one of th criptive picces of
ragtime beloved of Willic “The Lion” Smith, the veteran pianise much admired by
Ellington in his formative years. To quote the Dutch critic, Joost Van Praag, writing

in 1935 = “This piece with its light elegant swing lives up to its tide: ‘Black Beauty

indeed.”

Jitbilee Stomp and Hot And Bothered both owe much to the harmonic structure of Tiger
Rag. Indeed, Ellington more than once in his subsequent carcer turned to this tried and
true Dixicland favourite for inspiration: cf. Slippery Horn, High Life,

Jublée Stomp contains an exceptionally good saxophone ensembl

for being one of the first Duke Ellington recordings in which New Orleans clarinettist
Barney Bigard is to be heard <in sprightly dancing mood which compares well with
the sombre character of his solo in The Mooche and the bravura low register of Hot Aud
Bothered. Miley, too, plays his part in both picces: his duct with Baby Cox in Hot And
Bothered being extraordinarily and startlingly effective. It was of this picce that Constant
Lambert wrote, in “Music Ho!" (1934) - “1 know of.nothing in Ravel so dextrous in
teeatment as the varied solos in the middle of the cbullient Hot And Bothered and nothing

insky more dynamic than the final section."”

No jazz composer or arranget has made more consistent or rewarding use of blucs than
Duke Ellington. Notall the works in this “bundle”’, however, are blucs of conventional
design. Saturday Night Function, for example, compriscs two themes, only the sccond
of which is ¢ blues. The main theme is a sombre processional of sixteen bars
R 7 Ny, v-f{ﬂ}"\{ duration. Blues Of The Vagabond, again, is not blues in form - though of deepest blue
o 3 }Jg O AVAL | texture. It is, in fact, in the familiar thirty-two bar AABA form of the popular song.
i 'N Thi D ke eI nE e d I p sl ot staced by Datncy Dlgztd
1 e R )'-. ), clarinet and echoed by vibrant open trumpet - quite probably Freddy Jenki
) Ellingtonia are too often minimised. Vagabond is by way of being an
", for it contains germs of ideas subscquently developed and
ueilsed in works more widely known and appreciated. The banjo tremolo of the
introduction was to become the backbone of a leading motive in Echoes Of The Jungle
- recorded a year and a half later, while the “13" section of the chorus was to be written
into the impressive € Rhap: recorded in January 1931. In the titles alre
ar's Blues and again in Mood o, Barney Bigard plays a domi-
nating rdle among the soloists, Indeed, his sinuous yet incisive clarinct was a vita

>
Barvey Biganl ngredient of many of these early Duke Ellington recordings

In Saturday Night Function there is some wistful muted trumpet by section leader Archur
Whetsel: in Beggar's Blues Johnny Hodges plays a solo of sheer poctry and “Tricky
Sam”” one of melancholy ferocity. In both picces the string bass of Wellman Braud -
thanks to an over-generous balance - is to be heard in full bodied pick-and-slap.
Sweet Chariot is a vehicle for Cootic Williams, who both plays and sings. His open
trumpet tone, one of the fullest in jazz, rings out against a reiterated chordal cry by the
saxophones in a manner at once movi and effect Rocky Mountain Blues is an
almost forgotten litdle masterpicce, perfectly played by the septet of musicians who

y cly tired and four-in-the-morning” as Constant
Lambert described it - a picce which sct the seal on Duke Ellington’s worldwide
scceptance and which was the first of the many to become a part of the standard reper-
toire of jazzmen and popular musicians everywhere

Wellman Braud - ba Compiled and annotated by Denis Preston
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DS The Duke Ellington story - Pz sHps

1927—1939

SIDEI  *JUN IGHTS IN HARL
East St. Louis Toodle-Oo (El

Recorded March 2
Jubilee Stomp (Ellingron)

Recorded January 19, 1928

y (Ellingron, Mills)
Recorded November 3, 1927

DUKE ELLINGTON

Ellington)
Hlingron, Mills)
Hot And Bothered (Ellingtos
Recorded Octaber 1, 19258

SIDEII  *“BUNDLE OF BLUES
A& 446 Saturday Nighe Function (Ellington, Bigard!
AR A Beggar's Blues (Bigard, Hodges)
1) S Recorded Ma }. 1929
AEA34 Blues Of The
Recorded November 20, 1929
A84G& Rocky Mountain Blues (Ellingron, Mills)
Recorded October 14, 1930
A€AT6 Sweet Chariot (Ellington, Mills)
Recorded October 30, 1930
‘\E’\77 Mood Indigo (Ellington, Mills, Bigard)
Recorded October 14, 1930

- B 07611 R
— ! N ndg

PERSONNEL

(A) Bubl

trumpets ; Joe “Trick

ianten ~ trombone ; Otto Hardwic prano, and

Rudy J
(B) As (A). Wellman Braud (
replaces Jockson

(C) As (A). Jabby

(D) Pia

11 07237 L
Tilington &t Newpert

(F) W
as on (B)




