DOUBLE

Octobre 1927
Ellington, vingt-huit ans et demi,
pianiste, chef d’orchestre, compo-

teur, arrangeur, fait Duc par ses
camarades pour son élégance, son
maintien distingué et ses maniéres
aristocratiq contracte une
bonne habitude, qu'il va garder
pendant plus de quatre décen-
nies : Duke Ellington se met a fré-
quenter les studios de la Compa-
gnie Victor. Certes, il a réalis
quatre ans auparavant un test
resté sans lendemain, mais c’est en
1927 que débute le long roman des
relations discographiques entre le
Duke et la firme au petit chien
mélomane

ssi 4 cette époque que

s'épanouit véritablement le génie
du musicien, aprés le lemp~ de la
chrysalide et le temps,a jamais
révolu, des vaches maigres

oup de fil du chef

ng d
dway, la grande vic,
Duke, Greer, Har
1 Arthur Whetsol survivent
¢ temps en partageant un hot-do
et

rythme et de mauvais kool enseoitant
James P, Johnson, Willie Smith « Le Lion »
et Fats Waller, Sidney Bechet et Bubber Miley,

ment participer

de longues ;annés

ture : Otto Hardwi « saxopho-

niste, 4 l'origine spécialiste du ténor
T'alto et au baryto

ons aussitdt

ux veaus qui vont

iens,

Edgar Sampson,
per et Pike Dav

et en p

e les trompéttistes 1
. le saxophoniste et clari




Octobre 1927 : Edward Kennedy
llington, vingt-huit ans et demi,
pianiste, chef d’orchestre, compo-
siteur, arrangeur, fait Duc par ses
camarades pour son élégance, son
maintien distingué et ses maniéres
aristocratiques, contracte une
bonne habitude, qu'il va garder
pendant plus de quatre décen-
nies : Duke Ellington se met a fré-
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tiste Prince Robinson. Retenons aussi
noms de musiciens qui s'arrétent quelque
temps chez Duke, comme le tromboniste
Charlie Irvis qui s’en ira en 1926, et le vaillant
joueur de tuba Henry « Bass » Edwards a son
poste de 1925 4 I’automne 1927. Et retrouvons
le groupe au Kentucky Club, ex-Hollywood
downtown, 49 rue et Broadway. Engagé dans
lub en février 1924, le group
ans et demi, tout en effectuant de brefs
établissements, le Fla-
Ciro’s, Harry Richman’s, le Planta
ou bien encore, aux temps chauds,
hurst ballroom de Salem.

va y rester
trois

le Charle

Clest le temps de la prohibition, et Sonny
Greer est chargé de superviser la circulation,
sous les tables, d’alcools évidemment prohi-
Jamais un faux-pas, jamais une mala
dresse, jamais une rafle, la réputation du ba
a faire. C'est aussi le temps
noire. A Paris, triomphe la
Revue Négre, aux Etats-Unis A. Philip Ran-
dolph organise le premier syndicat noir, la
« Fraternité des porteurs des Wagons-lits
tandis que le leader Dubois écrit : « Tout art
nde et le
toujours. » Ayant rejoint  Ellington
I'automn ames « Bubber » Mil
alors marquer sa prépondérance dans la pro-
duction de I'orchestre. Les rugissements qu’il
tire de sa trompette, a l'aide de sourdines
art, donnent au groupe des
couleurs qui évoquent une jungle africaine
parfaitement mythique, puissamment poéti-
que, terriblement inquiétante et excitan
tout aux oreilles du public blanc qui vien
les-grands frissons
enture. Miley sera
i Nanton, dit « Tricky
Sam le débrouillard, Pastucieux, dont
le trombone aux sonorités étranglées raméne
lui aussi a PAfrique, a travers un hérita
antillais. Nanton, d’ailleurs, est engagé dans le
mouvement de Marcus Garvey, qui préconise
le retour au continent d'origine et met en
paralléle la situation raciale aux Etats-Unis et
la colonisation européenne en Afrique.
Juin 1927, Fed Guy est délégué par le Duke a
Boston pour négocier aves la mére de Harry
arney la permission pour son fils de venir
jouer & New York dans I'orchestre. Le 16 juin,
Harry embouche pour la p; fois ch
Duke son saxophone baryton. Ce jour-1a cor
mence la plus longue collaboration de I'his-
toire de la musique, une alliance de quarante-
sept années !
ptembre 1927, I'engagement de Wellman
Braud marque le début de I'émancipation de la
Sous I'impulsion
ton, et pour que soit mis en relief le
talent de Braud — primitivement
Breaux, un nom des pays de la Loire — l'ins-
enregistré en gros plan. Chez le
lement, il pousse des ailes 4 la bass
bientot, supréme culot, celle-ci marque les
quatre temps de la mesure. En témoigne Was-
hington Wobble, gravé a l'occasion d'une des
toutes premitres séances Victor. Nous y voila
done,dans ces studios, en octobre 1927, pour
registrement de quatre faces dont_trois
sont incontestablement historiques : Creole
Love call, The Blues I love to sing et Black and
tan Fantasy, trois ceuvres fortement marquées
par la personnalité de Bubber Miley, au moins

sur le plan thématique. Dans le premier titre,
Duke rompt une nouvelle fois avec les limites
de la musique populaire en utilisant d’un
facon purement instrumentale la voix d’Ade
laide Hall. Avec la Black and tan Fantasy,
Ellington et Miley donnent & une cire de jazz
de trois minutes une dimension dramatique et
melle tout 4 fait inédite. Cest cette musi-
que somptueusement évocatrice que va venir
écouter en foule le public du Cotton Club &
partir du 4 décembre 1927. Porté a dix mem
bres par I’adjonction d’un deuxiéme trompe-
tiste, Louis Metcalfe, et de Rudy Jackson, cla-
rinettiste et saxophoniste, le Cotton Club
Orchestra de Duke Ellington anime un show
de qualité, sur fond d’images de jungle.
euses et danseu
nake-Hips Tucker, & des contorsions aussi
acrobatiques qu’érotiques et scandaleuses.

Le soudain regain de renommée demande
part des musiciens plus d’application et attire
de grands solistes qui rejoignent le club,
veau point de mire de Harlem, sur Lenox Ave-
nue, a la hauteur de la 143¢ rue. Ainsi Albany
« Barney » Bigard, clarinettiste de haut vol,
virtuose mille ofs plus délé que Rudy Jackson
prend-il, en janvier 1928, la place de ce der
nier, tandis qu’a Palto s'installe, en mai, rem-
plagant pour quatre ans Toby Hardwick, un
cigares pour
paraitre adulte — c’est Fred Guy qui le dit
Cornelius Johnny Hodg, le
lapin » & cause de son godt immodéré pour
les sandwiches 4 la laitue, altiste qui
dominera I'instrument pendant quelques |
tres et ne quittera I'orchestre que contraint par
une mort subite en 1970 Ainsi constitué, le
groupement d’Ellington posséde sur sa palette
assez de couleurs pour que s’exercent enfin
dans toute leur richesse les talents de coloriste
du compositeur. Si I'influence de Miley reste
forte (Blue Bubbles, Doin’ the voom-voom,
Ll\l St. In Toodle-Oo), le génie du Duke
xtraordinaire traitement du
me wh The Mooche,dans le flamboiement
clarinettes auxquelles viennent répondre
sombrement les cuivres. On peut méme avan-
er_quEllington fera un pas de plus dans
son originalité lorsqu’en jan-
ys'enira. Pour rempla
n février, gagé Charles Mel-
vin « Cootie » \\vHLm s, merveilleux instru:
mentiste qui reprendra & son compte, mais
dans un esprit bien différent la leon de Bub-
ber dans Part des sourdines. Coote 'aura pas
1 du répertoire et du général du
fluence de son prédécesseur
sans doute libéré, va s’épanouir &
travers les nouveaux venus, Bigard, Hodges
et, en septembre 1929, Juan Tizol. Trombo-
niste porto-ricain (et 4 pistons), Tizol apporte
i Porchestre la rumba, le poil-a-gratter e
suleur sonore parfaitement opposée &
Nanton. Mais le génie du Duke marie & mer-
veille les contraires, la fadeur,comme I'ennui,
naissant, ait que trop, de Punifor-
mité. Cotton club stomp, The Duke steps 8
Breakfast dance, autan: de témoignages d’un
nouveau souffle, du début d’une nouvelle ére
les bourgeons ont enfin éclaté
Le calendrier indique alors
novembre 192 dates des deux derniers
rendez-vous discographiques du présent dou-
ble album. C’est le moment que choisit Sonny
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October 1927 : Edward Kennedy
Ellington, a 28 !/2 year-old pia-
nist, bandleader, composer Jnd
arranger — christened ““Di by
his friends because of his ele-
gance, distinguished air and aris-
tocratic manners — embarks
upon a recording career for the
Victor company that is to span no
fewer than four decades. By thi
time he has already finished ser-
ving his musical apprenticeship

s of hardship have been left

d, and his emergent genius

beginning to blossom.
Flashback to 1922 : bandleader Wilbur Sweat-
man phones Sonny Greer inviting him to join
him in New York. Sonny insists that his Was-
hington buddies, Ellington and Otto Hard-
wick, accompany him there. But the lights of
Broadway, the big life built around
and fame, remain nothing mol
Duke, Greer and Hardwick, together

Snowden and Arthur Whetsol,

some considerable time by splitting
dog five ways
Duke, Sonny and Hardwick do finally play a
few dates with Sweatman, in a band that is not
only large, but cumbersome and noisy. Their
real satisfaction lies elsewhere : in the Harlem
clubs, where they can grow drunk on
music and lousy alcohol, clubs bearin

¢ names as the Bucket of Blood, the
den of Joy or the Green Cat. It is in 5por
these that they encounter the music of James
P. Johnson, Willie “The Lion Smith, Fats

success
than a

Waller, Sidney Bechet
Nanton
Armed with a recommendation from Ada
Smith — surnamed *Bricktop’” because of the
bric colour of her hair — our young Was-
hingtonians trot along to introduce themselves
to Barron Wilkins, whose Harlem nightspot
Barron’s, is a favourite haunt of the élite of
the day. Big names amongst its regular custo-
mers include boxer Jack Johnson, actor Bert
Williams and singer Al Jolson. Here Duke
begins his first musical experiments, launchir
hi vamu-mm! quest for original voicin;
tone-colours. By his side are his two
1gton buddies and a trumpe
three companions who are to remain faithful
partners over Ellington’s subsequent years as
cader oby" Hardwick
days a specia
melody sax, later equally at home on both alto
and baritone, as well as provi :,wmwhmg
virtuoso of the bass-saxophor
Duke’s band in 1928 and
through until 1946. Willia
drummer, or more precisely
iround i Tt eilling ap-
of a symphony player and proceed to
the geographical summit of the Elling
ra continuously until 1951. Arthur
rumpeter, the son of a
cultured young man,

Bubber Miley and Joe

destined reluctantly to abandon the ranks of
Duke’s orchestra in 1936, too ill to continue
the exhausting round of one-nighters. Elmer
Snowden, on the other hand, although the
nominal leader of the quiniet at Barron's,

time pa;
Freddy Guy,
turn guitarist

es, new men arrive on the scene.
a banjo-player subsequently o
comes in as replacement for




owden; he proves as regular in money-
matters as he is in rhythmic support
other men

but whose
personality does not really fit in with the
Ellington enterprise —, Benny Carter, Jimmy
Harrison, Edgar Sampson, trumpeters Harry
Cooper and Pike Davis, and reedman Prince
Robinson. Others stay a little longer : trombo-
nist Charlie Irvis until 1926, and valiant tuba-
player Henry ‘‘Bass Edwards from 1925
until the autumn of 1927.

In February 1924 the little band moves on to
Club, on 49th Street and Broad-
s for the next
just a few brief en
other spots such as the Flamingo.
Harry Richman’s, the Plantation Café
Charlesh m t lm]llunu out at Salem
This is a of prohibition, and it is to
Sonny Greer that falls the responsibility o
organising the discreet circulation of liquor
No false moves; no police raids : the drum
mer’s reputation in this domain is soon firmly
ablished. But this is also the period of
ssance : with the triumph of the
¢ in Paris, the organisation by
Philip Randolph of the first black ufion in
United Stat (The Brotherhos
Car Porters), and the statem
All art is propaganda and will,
ty, always remain so””
mn of 1924 brings trumpeter
Miley into the band, an

or the

\)H]‘m

James

produces by
ulation of mutes evoke
citement of the African jun;
pecially (o the ears of a white audience that
ventures into these dubious parts in deliberate
quest of just such emotions. Miley is
ned by Joe Nanton, an astute, resourceful cha:
racter known as Tricky Sam, whose guttural
trombone sounds, born of a West Indian heri-
also convey impressions of the depths of
Africa. Nanton, moreover, is a mem-
ber of the Marcus Garvey movement, which
advocates a return to native shores draws
a parallel between the racial situation in the
United States and the European colonisation
of Africa
In June 1927 I_HHV ton despatches Fred Gi
Boston to seek ‘mission from Harry Car-
S TR LN it
join the orchestra. On 16th June Harry duly
lines up with the band, hence beginning the
est collaboration in the history of
one that is to last for fully
stember 1927 engagement of Wellman
marks the starting-point of the
pation of the string-bass
tion, Braud’s talent is g
nence by recording the bass in
ground ; the next revolutionary move follow
soon after, with the bass called upon to mark
all four beats in the bar. Washington Wobble,
recorded at one of the earliest Victor session
provides aural evidence of this developmeni
Which brings us back round to the dateline of
October 1927, with Ellington’s men gathered
he Victor recording studios to wax four tit-
Of these, three at least — Creole Love
II, The Blues I Love to Sing and Black and
Fantasy — are stable masterp

n joi-

incon

. and bear the highly distinctive musical
stamp of Bubber Miley
Creole Love Call finds Duke once a
king with accepted tradition, this time
use of the voice of Adelaide Hall in a purely
instrumental role. With Black and Tan Fan-
Ellington and Miley produce a compact
three-minute work exceptional both in dr
and in form. This is the very sort of sump-
tuously evocative music that the public comes
king to hear at the Cotton Club when
Ellington opens there a little over a month
later, on 4th mber, 1927. The orchestra
has by this date expanded to ten members,
with the addition of Louis Metcalfe on second
trumpet and Rudy Jackson on clarinet and
axophones. Duke Ellington’s Cotton Club
Orchestra is henceforth to provide the musical
animation for a quality revue with a jungle
background, where dancers such as Snak
Hips Tucker perform rhythmic contortions as
startlingtly ac c
\'m\.md on Lenox Avenue at 143rd Street, the
Cotton Club quickly becomes one of the city’s
top night-spots. And the
not only obliges it to play even better, but suc-
eds in attracting new instrumentalists of
impressive stature. The marvellously fluid cla-
rinet of virtuoso Barney Bigard replaces that
of the much more pedestrian Rudy Jackson in
January 192 ThL following May an ailing
Toby Hardwick (who, according to Fred Guy,
used to smoke huge rs in order to appea
more grown-up) ra for a
period of four years and is replaced by a
young altoist by the name of Cornelius John
Hodges, nicknamed ‘‘rabbit’’ because of his
insatiable appetite for lettuce sandwiche
Hodges soon develops into the top alto-pla
in the business and is destined to remain so for
considerable number of years. What’s more
it turns out he will never abandon the Ellin;
ton orchestra, except for a brief spell in the fif-
ties, until finally torn away by an untimel
death in 1970
This evolution in personnel means that the
Ellington palette by now boasts sufficient
colours for Duke to exhibit the full scope of
his artistic talents. Miley’s influence perhaps
continues to predominate for the time being
< 1s Blue Bubbles, Doin’ the Yoom-Voom and
East St. Louis Toodle-Oo Show) ; but The
Mooche is pure Duke, an extraordinary
demonstration of his genius, with the brass
its sombi tort to the fiery state-
the clarinets. It is probably true to
say that Ellington’s artistic development takes
another cruc rd when Bubber
Miley leaves the band in January 1929.
Miley’s replacement turns out to be a certain
Charles Melvin “Cootie” W \Hum\. a fine ins-
trumentalist who, ¢ h inheriting the
hly skilled use of
mutes, uses them to very diff
tie certainly does not exert the same influence
on the band’s repertoire and overall style ; and
Ellington, no doubt with a certain sense
liberation, begins to expand the scope of his
music through the instrumental voices of new-
comers Bigard, Hodges and, in September
1929, Juan Tizol. Tizol, a Puerto-Rican valve
Trombonist, is to introduce Latin-American
influences into the orchestra and to offer a
spectrum of musical colours quite the opposite

ves the orche:

of Nanton’s. Duke’s genius, however, p
to thrive on contrasts, and the man
revel in the challenge of change ; track
as Cotton Club Stomp, The Duke Steps Out
and Breakfast Dance admirably testify to this
and herald the dawning of a n
The sessions of September and November
1929 bring the present double album to a
close, at a period that happens to coincide
with the birth of Sonny Rollins (9th Septem.
ber) and the collapse of Wall Street (24th
October). The blacks are destined to suffer
more acutely from the ensuing crisis than the
as the history of their music
flects.
This album is the first of a series of f
eries that aims to encompass the finest of
Duke Ellington’s 1927-46 recordings for RCA-
Victor. Volumes 3/4 will cover the years 1930-
34, Volumes 5/6 the all-important year 1940,
Volumes 7/8 the two years 1941-42 and Volu-

9/10 the period 1944-46.

s reissue set in no way sets out (o usurp the
irreplaceable *“Works of Duke’” series, the 24
volumes of which, complete with alternative
takes, provide the definitive collection of
Duke Ellin; or recordings. Fol-
lowing such exhaustive
are now adopting a strictly selective approach,
leaping dizzily from the heights of one master-
piece to the peak of the next. Two works sum
up the enterprise : indispensable Ellington.
Translation by Don WATERHOUSE

Re-issue produced by Jean-Paul GUITER.
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