Des 1936, a l'initiative d'Irving Mills,
alars manager de Duke Ellington, de
petits groupes, constitués de music
de Duke, enregistrent des disques,
sous le nom et sous la responsabilité de
quelques-uns d'entre eux. Les pre
miers ensembles ainsi réunis sont

ond Street Stompers™ de Rex
Stewart et les “Jazzopators™ de Barney
Bigard.
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pres themes ou sur des prétexis empruntés ou ré
perlmrr: du grand orchestre I ¢ i des
STl o m ainsi
mmm pot Ia premidre foisen décem 36
le combo de Barney Bigard, dont fait partie le
Homboriate Juan Tiso], aitenr i thime Et Cest
galement dans e cadre de cs petts grouperments
ayhorn effectue, dés 1939, certains de
s ravaux n qualfé darrangeur. La ta-
Ciondets contos b pétveen 1940 souslel
Bl icicrE (ool naine e i or
chestresainsiconstituéssonteplussouvent desscp
tettes, avec trompete: mbone, deux saxo-
phones (ou, chezbigard 1.mn=ucem\npxmm) et
une section rythmique - piano, contrebasse, batterie
— sans guitare. L'étude attentive du personnel de
chaque session révéle lesaffinités etles godts de cha-
que leader d'un jour. Ainsi, Johnny Hodges choisit
toujours Lawrence Brown pour jouer la partie de
trombone, tandis que Bigard semble avoir un faible
pour Juan Tizol. Rex Stewart et Hodges, qui, sem-
ble-t-il, ne faisaient pas trés bon ménage dans le
grand orchestre, ne Se rencontrent jamais au sein
roupe, tout au moins chez Victor. Par
contre, Harry Carney, aussi placide dansa viequau
Bout de son baryton, cst au i des séances lo conf-
dent de tous

In 1936 Irving Mills, Duke Ellington’s
then manager, instigated what turned
out to be a long series of recordings by
small groups drawn from within the
ranks of the Ellington orchestra. The
first of these were by Rex Stewart’s Fif-
ty-second Street Stompers and Barney
Jazzopators.

Ellington himself was at the piano, but
only in the modest role of sideman.

Such occasions naturally granted the musicians
‘muchgreater freedom, whether within thecontextof
theirown compositionsor of themes borrowed from
the repertoire o the orchestra el Some memor-
the light of da
Caravan,

vecorded for the firs e in December. 1536, bya
Barney Bigard combo that featured the tune’s com-
poser, luan'luul Al o o in el o)
Performances that Blly Strayhorn, in 19
et et starrangementstothe. Ellmgmn
book:

The tradition was continued by the Victor company
in 1940, whether for Victor itself or its subsidiary
label, Blucbird. The usual format was a septet cor-
sisting of trumpet, trombone, two saxes (or, in the
se of Bigard £ opiile carnetand e3) piano, bass
and drums. A glance at the participants will reveal
e i evsoral o fereniesoi heleaks
concerned. Hence, Johnny Hodges would always

call upon trombonist Lawrence Brown for h
sions, whereas Barney Bigard displayed a weakness
for the work of Juan Tizol. Rex Stewart and Hodges,
who reportedly did not il i off prticularly well,
never played fogether in these studio combos, at
e Harry Carney, on the other
hand, as placid and reliablé in life as on the blowing

end of his baritone, proved compatible to all
(Contious o inside.)




11 faut aussi mettre 'accent sur 'admirable rondeur
sonore de tous ces ensembles, sur leurs couleurs
chaudes, vives et denses: les quatre voix, chacune
étant servie par une sonorité charnue et vibrante, s
fondent, se mélent en une pite succulente. Ici aussi
se produit le miracle ellingtonien. Les amateurs at-
tentifs n'en sont pas surpris. Car, depuis toujours, le
amous orchestra estpas vaiment un big band
commelesautres. Cest plutdtune grande petite for-
m..uunmumculgmn tre, au gré de l'imagi-
onds dan maitre d'ceuvre de génie.
Aumdmmpl Mood Indigo, 1930. Une trom-
pette, une clarinette etun trombone, sur un theme de
Barney Bigard simple comme bonjour. Duke en fait
un chef-d'ceuvre, a n'y rien comprendre. A ce pro-
pos, citons André Previn: “Tel ou tel chef d'orches-
tre peut aligner mille vioionistes t mill cuives et
faire un geste thétral: mimporte quel arrangeur de
00 pourra dire, Ah oui, st fat de ell fagon
Mais Duke léve & peine un doigt, trois instruments
produisent un son, et je ne sais pas ce qui se passe”.
Toutes e piéces,foutes ces miniatures, demeurent
n fait, 3 cOté des plus belles réussites du sextette de
Jnnnmmv les témoignages les plus achevés du jazz
en petite formation dune époque bénie, aussi bien
parlaqualité dessolosque parla perfectiond’exécu-
tion. Le nombre limité de voix facilite en effet la pré-
cision f chaque saliste bénéficic de plus d'espatect
de plus de liberté pour S'exprimer.
Le présent album, qui contient toutes les
gisrées en petits comilés durant période Victor
qui sétend de 1940 a 1946, offre I'mage d'un bel
équilibre au sein d'une organisation'dont Ia disci-
pline n'était pas la vertu premiére. A lexception des
ix plages consacrées  Ellington lui-méme, pianiste
soliste ou pianiste duettiste — Billy Strayhorn étant
alors son partenaire naturel — vingt-quatre plages
sont partagées également par toisleaders, & aison
de de quatre titres pour chacun. Le pre-
“est Johnny Ho

micrdeceschefsoccasionncls ges.
au boutdu compte

Lelapin g Hodges,
le plus grand soliste ellingtonien, et 'un des plus fi
deles, de 1928 jusqu'a samort en 1970, un grand t
mide quon pouvait croire hautain, et gui tenterade
‘évader quelque tem 95121955, p
e
de celui aqui on nela fait pas, atrois pas du maestro
dontilconnts ait tous les secrets et dont il acceptait
€. En novembre 1940, Hodges enregistre

e nay [lrean composéen 1939 pr Billy
trayhorn tandis que le Duke effectuait sa deu
ournée cumpux\nt. ette splendide ballade, dnm
e “pont” se déroule sur une trame harmon;
inbabielle et decs e
tre et restera l'une des “spécialités” favorites de
Hodges. G i Quicen Bess & Junior Hop ontd 5o
lidesblues, tandis que That's the Blues old Manestun
des demiers témoignages enregitrés du “Raboir:
jouant du saxophone soprano, e émancipé
de Sidney Bechet. Au cours de sa Seconde stance

. Hodges crée deux autres chefs-d'euvre qui
ne urmmm pas a étre développés pour le grand
chest

They voed to be’, qui. sur un tempo plus enlevé, de-
viendra jusquau bout sa plus swinguante signature.
Aux antipodes de Hodges, su la planéte clingto-
nienne, Rex Stewart, auquel sont également cor

B e e il
wart ait fait remarquer chez Fletcher Hen-
derson en 1926 puis en 1932, et dans quelques au-
tresformalions derenom avant de rjoindre Elling
ton en 1934, Rex 3 style

d r‘\rmnrun[, unefagos mulAfﬂlpcrnmnelledeln—
turer le son du cornet a pistons. Artiste facétieux et
fantaisiste, il savait avec beaucoup d'astuce allier la
plus extréme drdlerie — une technique trés poussée
des pistons demi-abaissées lui permettait de pro-
duire des sonorités inouies — a une sensibilité fré

missante. D'une plage  l'autre, on appréciera s
ualités multiples, de Mobile Bay au lyrisme de My
Sunday Gal delajoie de Subte Sloughaux bruits in-

congrus de Menelik. Quant a Poor Bubber, il s'agit

&un homouage: & Bubber Mileyy rompethiste des

premiéres années du royaume, dont Rex partageait
héritage avee Cootie Williams, successeur en itre.

Troisiéme leader de ces petits groupes, Albany Bar-

d, grand clarinetiste de s Nouelle Or.
n 1928, jouit déja, lorsqu'il est

ténor. I est vrai que ses s¢j

Jelly Roll Morton ne sont pas passés inapergus. Sa
vivacité, sa sonorité ronde et lumineuse, Iélégange
de ses improvisations et de ses contrechants font
merveille chez Ellington, aussi bien que la mélanco-
lie dont il imprégne ses meilleures réussites, comme
A Lull at Dawn, Brown Suede ou Noir Bleu.
Strayhorn, auteur de quelques unes de ces vignettes
au pastel, semble avoir trésvite saisi tout le parti qu'il

ouvait tirer d i,

Ellington et Strayhorn sont au piano les discrets “si-
demen” de Hodges, de Stewart et de Bigard. lls sac-
ns, rares et pré:

cordent cependant quelques occas
cieuses, de briller 2 leur compte.
Le premier dans deu solos, enregistrés en 1941,
dans lesquels il se révele plus cx que pia-
iste vi plus habile 2 meis casciac It pré-

Dans deux autres faces, enregistrées quatre an:
tard,en 1945, E]lmalunﬁrre\eleplusduxmmlr.\u'
L'accompagnement d'une section rythmique n'
plus la seule raison de I'épanouissement du pianis Ha
Le Duke a son clavier se révéle de plus en plus a lui-
méme et 2 ses auditeurs comme un des solistes les
plusinventifs deson orchestre. Il partageenfinlecla-
vier avec son bras droit, Billy Strayhorn, dans deux
pitces epregistréesen 1946, et assis du cote des
graves, est a sa droite, dans Tonk, titré a
lnnpn( Pianistcatly Alied, ¢t dans Dravwing Room
n blues aux harmonies sophistiquées quifait
¢ st celierles deux piasiates, Billy jouant les ler,
3éme et Seme chorus, Duke es s 2éme et 4eme.
Cet album en forme de parenthése se ferme sur ce:
ceuvres singuliéres. La suite de I“Indispensable’
Duke Ellingion nous promet d'autres monts et mer-
veilles, avec 2 nouveau les flamboiements du plus
flamboyant des grands orchestres. Chic!

Claude CARRIERE (1985)

Jimmy Blanton




Witheachof the fourfrontline menadistinct voicein
his own right, the music these various groups pro-
duced was consistently remarkable for its plump,
round sonority and dense, warm textures. Once
again the Ellington magic wrought its miracles, illus-
trating beyond all doubt that his “Famous Orchest-
ra” was a big band like no other. On the contrary, it
would regularlye: odoxsectionworkinfa-
vour of diverse instrumental groupings within the
framework of the orchestraas a whole, ever ready to
reflect the will and imagination of the genius at its
helm. The 1930 recording of Mood Indigoprovides
anadmirable example trumpet,clarinetand
trombone gettogripsa slmplc little theme by Barney
Bigard, whn.h Duke somehow manages {0 sculpt
intoapure erpiece. As André Prévin has put it,
el T s bandleades weshalliotsare
“He can stand in front of thousand fiddles and a
thousand brassand make adramatic gesture, and ev-
ery studio arranger can nod his head o say, 'Oh
that’s done like this'. But Duke merely lits his
finger, three horns make a sound and I don’t know
what it i
ry single one of these Ellingtonian miniatures,
alnns\ulhlhk best of the John Kirby Sextet’s
an outstanding achievement in small
h by the quality of the solo work and
the sheer perfection of the execution. The limited
number of voices not only enhances precision, but
naturally affords each soloist greater space.
e present album, which contains all the small
group sides recorded during the 1940-46 Victor
period, offers delicately poised, consistently imma-
culate work from within an organisation that, ironi-
cally, wes hardly renowned for its discipline. Six
saredevoted to Ellington himself, butthe ot
24 are drvided equally (with two sets of four tracks
by each) between Johnny Hodges, Rex Stewart and
Barney Bigard
TtisJohn Cornelius Hodges, otherwise known s the
“Rabbit", who opens the proceedings Perhaps the
finest — and certainly one of the most faithful —
Ellington soloists, Hodges stayed with the orchestra
from 1928 \hmugh anti his death in 1970, except
for just a bricf spell atempring to it alone from
195110 1955. Seated all those years just afew paces
from the maestro himself, and no doubt party to
some of his innermost secrets, he accepted his au-
thority with total equanimity. A shy man, his timidity
wasoftenmisconstrued for haughtin
InNovember, 1940, Hodges recorded Daydream, a
yhorn composition penned in
Duke was undertaking his second European tour.
autiful ballad, with its very unusual bridge,
shed part of the Ellington reper-
i and one of Hodges' favourite solo vehicles
Good Queen Bess and Junior Hop are fonthright
blu hi s ld Manpres-
ents one of Rabbit's st rec n
soprano-sax. On the follow:
duced two hn(hcnm\terp
loped for the full orchestra: Passion Flower, a for-
‘midable showcase on which he executes some of h
most spectacular slurs; and Things Ain't What The
Used 10 Be, henceforth —althoughat abrisker tempo
— one of his regular features.
cctly the opposite of Hodges, Rex
ewart initially made his mark with the
FleicherHenderson orchestrain 1926, then againin
, as well as with various other groups of note,
joining Ellington in 1934. Although
inevitably derived from Armstrong, Rex neverthe-
less succeeded in .hmmnwnomugm\ individual
approach to the cornet, producing a sound very
much his own through his o-called “half-valve:
technique. An artist with an irrepressible streak of
fun, his music emerged as a skilful blend of humour
and sensitivity. He, t0o, headed a couple os small-
group sessions for Victor, opportunities he fully ex-
ploited to show off his many qualities and to display

the vrietyof s moods romthe blucs impregnat-

My
Sibile Shughlin Thelmey et moe B e
Menelik. Poor Bubber is, of course,
the plunger-mute artistry of Bubber Miley,
star of Ellington’s early years, whose titular succes-
sor in the orchestra was actually Cootie
Miley's heritage, however, was one that Rex Stewart
justifiably felt he shared.
The third small-group leader presented here is
Albany Leon “Barney” Bigard. A front-rank clarin-
when he
joined Duke in 1928, having already established a
Consies sbicteputation tihmacl both g caract
one, with outfits as celebrated as
ing Oliver and Jelly Roll Morton. Bigard's
provisational elegance
and nimble counterpoint suited the Ellington palette
o, petfccion Some ot his o
ances —A Lulat Dawr, Brown Suedeand NoirBle
mong them — conjure up a mood of nostalgia-
tinged melancholy. Billy Strayhora, composer of
several of these pzsl:l g had evidently well
comprehended the nature of his artis
Ellington and Strayhorn remain discree
within these wonderful little groups fronted by
ges, Stewart = Bigard. On occasion they did,
however, create opportunities to demonstrate their
own instrumental talents. Recorded in 1941, the
first two of Duke’s solo performances here, stronger
inthematiccontent thanintheirdevelopmentof var
reveal himmore asa composer than as a pia
10 VirtuosoIn contrast the two cutsfrom four yars
later find him in altogether more demonstrative
form. The presence of rhythm accompaniment does
not,alone, explain thetransformation :indeed, Duke
was by now increasingly assuming the mantle of sol-
ist, even one of the most inventive the orchestra
possessed. Hisfinal two pieces, Tonk originally en-
titled Pianistically Allied) and Drawing Room Blues,
recorded in 1946, pair him at a single piano with his
right-hand man, Billy Strayhorn. Duke is seated left,
with Str:
ter piec
tures both players, with
thirdand fifth chorus
Thisalbum, ahighly enjoy: 1blep1rcnlhe>x<mlh¢ In-
ispensable Duke Ellington” series, thus closes with
two somewhat unusual performarices. The subse-
quent volumes will revert to the initial objective of
presenting a chronological survey of outstanding
recordings by the most remarkabie big band in the
history of jazz.
Translation by Don Waterhouse.

y Nance
Original reissue produced
ean-Paul GUITER in
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DUKE ELLINGTON andthe SMALL GROUPS

DISQUE 1
1- DAY DREAM

1B b(m\hurn D. Hllng(on l BS053603-1

Ldlnuuhsy
ENBESS (1. Hodges)

3-TH! HEBLL'EsoLDmNu Hodges)

4-JUNIORHOP (D. Ellington)

WITHOUT G (V.Rose-V. Yous
NDAYGAL (D Ellngton)

ILEBAY (RS -D.Ellington)

LIN ERA\\HILL(\ Rusecia Owens)

9 - CHARLIE THE CHULO (D. Ellington)
AMENT FOR JAVANETTE (B. BILer| =2

11 - ALULL AT DAWN (D. Ellington)

12 - READY EDDY (B. Bigard)

13 - DEAR OLD SOUTHLAND (H. Creamer - T. Layton)

14 - SOLITUDE (D. Ellington - E. L)::I.m -1 Mlll\}

B. Strayhorn)

BS 065505-1

DISQUE 2
OME SATURDAY (R. Stewart) BS 061342-1
- SUBTLE SLOUGH (D. Ellington)
MENELIK THE LION OF JUDAH (R. Ste
2 - POOR BUBBER (R. Stewart)
SQUATYROO (1. Hodges)

BS 061344-1
BS 061345-1

R (B. Sir: BS 061347-1
5 TTHINGS AINT WHAT THE\ it

" (M. Ellington)
' - GOIN' OUT THE BACK

BS 061348-1
AY (D. Ellington) BS 061349-1

BS061688-1
BS061689-1
Bﬁ“h]h‘ru |

9' -BROWNSUEDE D)

10 -NOIRBLEU (B. ori

11" ~“C"BLUES (D Ellington)”

12' -JUNE(B.Bigard

13' -FRANKIE AND JOHNNY (Traditional)

14' -JUMPIN'ROOM ONLY (D.Ellington)

15 -TONK (D.Ellington - B. Strayhorn)
-DRAWING ROOM BLUES (B. Strayhorn)

RENSEIGNEMENTS DISCOGRAPHIQUES/DISCOGRAPHICAL NOTES

1234 JOHNNY HODGES AND HIS ORCHESTR/

botie WILLIAMS (tp); Lawrence BROWN (tb); Harry CARNEY (bs);

DuL:: Bl LI NG (p); Jimmy BLV\NTON (b); Sonny GREER (dm).
20, novembn. 2/11

9.10.11.12

BARNEY BIGARD AND HIS ORCHESTRA : Barney BIGARD (cl); Ray
Juan TIZOL, (vtb); Ben WEJ
ORN (pdans/in 12 y
ny GREER (dm); Chicago, 11 novembre 1940 (11/11/40).

DUKE ELLINGTON (p); New York, 14 mai 1941 (14/5/41).

rence BROWN (tb); Ben WEBSTER (1
ON (p);JimmyBLANTON (b)
juillet 1941
JOHNNY HOD(,E\ AND HISTORCHESTRA: Johnny HODGES
R E (tp); Lawrence BROWN (ib); Harry CARNEY (bs); Du
ELL lNGT(»Nmy Jimmy BLANTON (b); Sonny GREER (dm). Holly-
wood, 3 juillet 1941 (3/7/41),
BARNE) BI(.AKD AND HIS ORCHESTR!

HORN( <m immy BLANTON (b): Sin GREER (dm). Holly
septembre 1941 (26/9/41).

DUKEELLINGTON AND HIS RHYTHM: Duke ELLINGTON (p); Al
vin “Junior” RAGLIN (b); § REER (dm). New York, 16 mai 1945
(16/5/45).

DUKE ELLINGTON AND BILLY STRAYHORN: Duke ELLINGTON,
Billy STRAYHORN (p). New York, 10 janvier 1946 (10/1/46).

trumpet; tb = trombone; vtb = trombone 4

saxophone soprano - soprano saxophone; as

alto; ts=saxophone ténor - tenor saxophone
xophone ; cl = clarinette - clarinet; p
batterie - drums

1; tp — trompet
trombone:
altc
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