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About the record.

Duke Ellington's Middle Period was rich in achievement. It was a period of experiment
with hitherto untried tone colours and orchestral devices: for example, mercurial brass
battles as in Merry-Go-Round; reflective pastel poreraits such as Blue Tune, and arrange
ments of contrasting sweetness and pungency like The Sheik Of Araby. And, thanks to
virtally stable personnel, it was a period during which the orchestra attained that
polish and vireuosity which to this day remains its hallmark

Ellingron is that most for of musicians - a composer who has at his constant
disposal a vastly satisfying medium of expression: his own magnificent orchestra. This
happy situation, coincidentally, is the raison d"ére of Duke's unique relatic

his players, since development of his own work is necessarily harnessed to personnel
changes and technical progress in the orchestra itself, Nevertheless, there do exist
purely Ducal idiosyncrasies, to be found in, and linking up, cach stage of Ellington's

pment, For example, his usage and obvious love of growl and wah-wah brass

15; his allegiance to the clarinet as a solo voice - even in times when this instrument
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Thus the flowering of Duke's Middle Period carly in 1932 - already
works as Mood Indigo in 1930 and Creole Rhapsody and The Mystery So

may be directly atributed to certain changes

presaged by such
in 1931 -

which took place in the orchestra carly

that year, notably the addition of Lawrence Brown on trombone and the return of the

mellifluous Otto Hardwick on alto saxophone, The presence of these player

certainly

inspired compositions of unaccustomed lushness and sentimentality, such as §

Lady and In A Sentimental Mood, while a reed section of four men doubling thirteen
uments now made possible tonal changes of almost limitless varicty
At first sight the musicians who comprised the Ellington trombone team must appear
an ill-assorted trio: “Tricky Sam"”

from Puerto Rico;

that forchright growler; Juan Tizol = suave valve

tromboni and Lay

ence Brown - exhibitionistic virtuoso,
they knit together into the most formidable trombone section of their day and em-
powered Duke to write ever more ambitious trombone ensembles. The chorus for
splendid a
that remarkable trumpet trio - Whetsel
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Rhapsody, Blue Ramble, and Blue Tune are especially notable for the
the trumpet section, Whether vibrandly open, employing the multiplicity of mutes

demanded by Duke's Kaleidoscopic canvas, or dextrously manipulating their Derby

hats, the three players who comprised this section displayed a unity of fecling and an
attack which paid tribute to the skill of section leader the late Arthue Whetsel. While
never a jazz improviser of first rank, Whetsel was a player of tar
ard bricfly in Blue Ramble
£ Drop Me Off At Harle

a work which surely could n

ensitivity and te
nical accomplishment. He is to be b pening and closis

nd choru 1, and in the statement of the theme of Blue Tiune

have been conceived in this manner without him
It is worth quoting Spike Hughes in ¢
Middle Period Ellingon. “Blue Tune

experiment in harmony and melody; a simp

wection with this outstanding example of

ste Hughes in 1933) “represents an Ellingeon

tne against a delicately scored moving

harmonie background, It is perhaps Duke's most ‘modem’ essay so far; but although
there is more than a suggestion of the influence of Delius, there is no feeling that the

melody has in any way been deliberately harmonised” to a few unusual chord
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two years unbroken service with the orchestra, A bubbling buoyancy typifies his solos
at fast tempo: for example, Merry-Go-Round and Harlem Speaks. Yet in mood pieces
Jike Blue Tiune and Lazy Rhapsody he plays with a delic ether unexpected in an
wstrument as full bellied as the baritone sax. He was co-composer of Rockin’ In Rhythm
o e Vigh 20’ Kool one of Duke's most perenially popular band picees, and in Saddest Tle s to be heard
playing an effective blues solo on bass clarinet
rehestta
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Second in senfority only to Harry Carney is that remarkable alto saxophonist - Johnny
Hodges, The Dutch eritle, Joost van Praag, writing in 1935, described the alo playing
of Denny Carter as the prose of jazz; that of Johmny Hodges as the poctry . .. And,
e Bothr, el K., it indeed, there Is sheee poetry of sound in Hodges's solo wark in Blie Tine and Saddest
Tale, At brighter tempi his playing is characterised by a carefree buoyancy which bears
compatison with Camey in similar mood. His solos in Harlem Speaks and Kissin® My
Baby Goodnight are joyous things both, as s his solo on soprano saxophone in The Sheik.
qu’lll-wn‘mll glm Sensuous, wistful, or mischievous, the pl of Barney Bigard at this time must be
of immense satisfaction to the connolsseur of jazz clarinet, He is widely featured in this
clection, with especially noteworthy solos in Rockin' In Rhythm, Blue Harlem, Slippery
Horn, and Kissin' My Baby G it = and some gentle lower register playing in Lazy

Rhapsody
the music will sound impressively ‘modern’, as is the way with other Delius-cor gl
Jazz composers. The harmony and melody of Blke Tune are essential to cach other Four of the titles included here are showcases for Ellington's ability to tra

borrowed material inta gems of true Ellingtonia, Five, if we include Slippery Hom
Freddy Jenkins, that ofien underrated member of the trumpet team, solos in Harlem et Ll b 08 prery

Speaks, Drop Me Off At Harlem - the middle section of the second chorus, and Slippery
Horn = in which he plays the third chorus. Sonorous open solos from Cootie Willian:
are to be found in Rockin’ In Rhythm, Blue Harlem, and Blue Tine - which contains a
variant of the famous Louis Armstrong “break” from Ain't Mishchavin', recorded in
1929. Suddest Tale features closely-muted Cootie, while in Drop Me ¢ I At Harlem this
same trumpeter delights with a superbly-phrased solo, Duke's Jungle Style i
echoed also by the masterful growlery “Tricky Sam™ in Rockin’ In Rhythm, Blue
Harlem, The Shetk - in obbligato to Oto Hardwick's creamy alto, Saddest Tale and

which is based upon the harmonic sequence of Tiger Rag. L apsody evolved from
an accompaniment (o Sleepy Tinie Down South; Harlem Speaks is the Ducal version of
a particularly trite popular song of the period = Just An Echo In The Valley; The Sheik
Of Araby is a hackneyed jazz “evergreen'" first published in 1921 as a popular ballad.
Another popular song, Kissin' My Baby Gooduight, becomes, in Ellington

vehicle for one of the orchestra’s most joyful excursions, with a minimum of orchestra;
tion and a maximum of extempore solos, Soloists are Hodges, Bigard, and Rex Stewart
Freddy Jenkins's successor, heard also in Merry-Go-Round, whose beautifully re-
strained playing is strangely reminiscent of Bix Beiderbecke, The leadover phrase into

Harlems Speaks, Lawrence Brown makes a brief but truculent contribution to Merry- the releaso is especially Dixian, Ivie Anderson, whose singing is  feature of this record

~Round, solos gracefully in Slippery Horn and Drop Me Off At Harlem, and, mor

ing, was Ellington's only vocalist throughout this Middle Period. To quote Billy
typically, in The Sheik - a lush improvisation rich in Armstrong phrascology 1g, wad Ellington'sonl the ¢ thi i uote

Eckstine: “She was the perfect marriage for this band: Duke's best singer, male or
Those three stalwarts of the reed section - Bigard, Carney, and Hodg ¢ generously female, befor 4

featured throughout this selection of tiles, Harry Carey is the doyen of Ellingtonians piled and awnotated by Denis Preston

The rombone irio: Lawrence Brown, Juan Ti
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SIDI | “HARMONY IN HARLE} PERSONNIL

Rockin® In Rhythm (Ellington, Cariey) . e S :
Recorded November 8, 1930 G S r e e )
Lazy Rhapsody (Ellingion) Tricky Sam'™ Nowton Juan 1ol = ay Hideel = a0 ond
Recorded February 2, 1932 v saves | Horry Carney = alto awid bavitone saxes ind clarinet ; Hamey
Blue Tune (Ellington) vinet i enor . Duke Bllongton = phana  Fred Gy = banfo wnd.
Recorded Febrary 4, 1932
1Wellwum bnd = b oy € dri
Blue Harlem (Ellington)
The Sheik OF Araby (Smith, Wheeler, Snyder)
Recorded May 16, 1932 ) 1) As (A), Larerice I 1 (irombonie); Conlle Wil
Blue Ramble (Fllington) Tt (vocal) on Lo
Recorded May 18, 1932
SIDEII “MERRY-GO-ROUND" (G) As (D) A i el Cirombone) and Otto Hardck
Drop Mo OfF At Harlem (Ellington) amd basssaxes). Carney plays bass: dlarinet and Dube 11l
Recorded February 17, 1933 St Tl
Harlem Speaks (Ellington)
Recorded August 15, 1933
Slippery Horn (Ellington) (1) As (C), Rex Stewart replaces Jeukins (inmpet). Pete Clurk reploce
Recorded February 17, 1933 Haelde (alt). Hayes Alvis replces Brand (hao), 1ie Avderson
Saddest Tale (Ellington)
Recorded Seprember 12, 1934 («
in' My Baby Goodnight (Davis, Meycr, Wendling)
Recorded February 28, 1936 (0
Merry-Go-Round (Ellington) ¥ Digard = reeds } Duke Ellington = plana,
Recorded April 30, 1935 (E) uitar ; Wellwan Browd = bass ; Freddy Avendorph = drums

(1) Charlle Allen, Coorle: Willims, Rex Stewart = trumpets  Laoren

Drown, 1 120l ~ rombones § Otfo Hardwick, Johnny Hodge
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