









































symbolized what was then an accepted approach to jazz
as an aboriginal music only a few steps removed from the
jungle. Ellington, catering to the lust for primitivism, ma.de
frequent use of growl or “wah-wah” effects, oftep wn}h
plunger muted trumpet (Bubber Miley, later Cootie Wil-
liams, then Ray Nance) and trombone (Tricky Sam Nanton,
later Tyree Glenn, Quentin Jackson). Yet there was a
continual attempt to work in terms of expanded form and
content and of a broad tonal scope. Johnny Hodges and
Harry Carney at this point were playing “hot” choruses a}-
most exclusively; whatever ballad concept there was at this
juncture was left in the hands of Arthur Whetsel for an
occasional “sweet” trumpet solo.

Every man in the band could be spotted immediately:
Barney Bigard for his spiraling liquid tones running through
the ensembles; Cootie Williams for his mute-and-plunger
work as well as his brash open horn; Freddie (Posey)
Jenkins for his darting, piquant trumpet; Nanton for his
growls; Juan Tizol for his unique touches of valve-trombone
color (though for a while his was the least-heard horn in
the band); Ellington himself, sometimes showing the in-
fluence of Willie (The Lion) Smith, James P. Johnson,
Fats Waller, and the whole eastern stride school in which
he had grown up; Fred Guy, a predecessor by many years
of the steady thythmic pulse later identified with Freddie
Green in the Count Basie Band—and, like Green, always
a section man, hardly ever heard on his own; Wellman
Braud, bassist during the early, definitive years, whose most

-elaborate solo excursions (daring in 1930 terms) would
comprise dotted-eighths-and-sixteenths; and Sonny Greer,
whose chime effects on Ring Dem Bells were a reminder
that he was the proudest, flashiest, and best-equipped of
all drummers of the jazz day.

HE DUAL miracle of the Ellington phenomenon is

that while no bandleader has ever done more to

establish his unit’s personality through skillful and
highly personal orchestration, by the same token, none
has done more to build up the cult of the individual,
furnish each sideman with an identity, draw out to the
fullest every valuable aspect of his personality.

It often has been said that no soloist has any place
to go after leaving the Ellington band. Stop to think of
all the sidemen who stepped from the Ellington bandstand
—into other bands, or total obscurity, or unsuccessful
leadership of their own groups. Think, too, of the long list
of those who have returned to the band after absences
ranging from a few weeks to many years—including such
current members as Johnny Hodges, Cat Anderson, Ray
Nance, and Lawrence Brown. The conclusion is inescapable:
there is about this band a magnetic attraction, based in
large part on the priceless setting it provides members.

Ellington’s innovations in the early years have become
so much a daily part of 1962 jazz that few of his listeners
realize how much credit is due him. For instance, the
concept of the wordless use of the voice as a melodic
jazz instrument in an orchestration (Adelaide Hall was the
singer originally employed in this experiment) was intro-
duced in Creole Love Call in 1927. (One of the early
versions is on Columbia CL 558, another on Victor 1715).
It was revived in a more luxuriant setting for several per-
tf,on:ances in the 1940s when Kay Davis worked with the

and.

It was Ellington who showed that a big jazz band could
be a medium for beginning an original, simple, potentially
pogular r.nelody (Mood Indigo, a sensation in 1930, and
Solitude in °34) at a time when all that was demanded of
Negro.bands was that they “get hot” and stay that way.

During the early 1930s the band gradually worked its
way out of the primitivist bag to establish a series of

essentially melodic songs and soloists: Otto Hardwicke’s alto
on Sophisticated Lady, 1933, and Lawrence Brown in a
series of performances from 1932. It is iromic to recall
that Brown’s joining the band was viewed by some Ellington
admirers of the day, notably Spike Hughes, a writer for
the British Melody Maker, as signaling the beginning of
the end for their hero. Brown’s elegant legato style, it was
alleged, heralded an era of sophistication and European-
ization in the Ellington attittude that could only lead to
decadence and decline. Thirty years later, Ellington still
is ignoring the critics, and Brown not only is in the band
but he now plays growl solos.

There were similar Cassandra cries when another long
work, Reminiscing in Tempo, was cut in 1935. Released
on four 10-inch 78-rpm sides, it again showed Ellington’s
determination to break out of the three-minute, 32-bar
mold, to interweave themes and use sonata and symphony
approaches while retaining the jazz beat and frequent im-
provised passages. The work was hastily denounced by the
few jazz writers then on the scene.

In the last all-Ellington issue (Down Beat, Nov. §,
1952), an article under the byline of Irving Mills, Elling-
ton’s manager and mentor from 1927 until 1939, said,
“Reminiscing in Tempo . . . should never have been re-
leased. . . . It was one of the points at which Duke lost
touch with the huge, loyal following that loved genuine
Ellington music. He was trying to break out of what he
thought were bonds placed on his creative ability by the
patterns in which he had been working. His mistake was
turning from the idiom . . . to the concert works to which
he has practically confined his writing in recent years.”

Ellington constantly had to battle advisers who could
not conceive of jazz as an art form on the same level as
classical music.

When he evolved the idea of a jazz concerto form,
building two works around clarinetist Barney Bigard and
trumpeter Cootie Williams, his titles (Barney’s Concerto
and Cootie’s Concerto) were considered too pretentious.
The Mills office changed them to Clarinet Lament and
Echoes of Harlem.

The form, content, and quality of Ellington’s music
expanded immeasurably during the 1930s. Voicings became
broader and subtler as the brass section expanded adven-
turously to six strong in 1932 and the reed team ultimately
to five (Ben Webster, added for a record date in '35,
joined the band full time four years later).

In the context of other big-band jazz of the day, the
texture of Ellington’s orchestrations was incomparably rich.
Even the pop style vocal performances, heard occasionally
after Ivie Anderson became the first girl singer to work
regularly with the band (her initial record was It Don't
Mean a Thing If It Ain't Got That Swing in 1932),
brought the songs up to the level of the band, while a Fletch-
er Henderson pop record, for example, more often reduced
the band to the level of the song.

Of course, many of the pops recorded by Ellington were
superior tunes from the scores of Cotton Club shows or
from the occasional movies in which the band was seen.
In 1938, Duke himself wrote a Cotton Club score, and
Johnny Hodges was firmly established, via I Let a Song
Go out of My Heart from this show score, as a purveyor
of pop-melodic solos.

Ellington pioneered, of course, in the use of exotica,
notably of Latin American rhythms. The presence of the
Puerto Rican Juan Tizol, never a jazz soloist but always
a melodic and rhythmic innovator, led to such records as
Maori (1930), Caravan (1936), and Bakiff (1941), all
anticipating by many years the incorporation of Latin and
Afro-Cuban rhythms now commonplace in the repertoire
of many jazz combos and orchestras.
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record reviews

Records are rovi?wed by. Don DeMicheal, Gilbert M. Erskine, Leonard G. Feather, Ira Gitler, Barbara Gardner, Richard B. Hadlock, Don Henghan,
Frank Kofsky, Bill Mathiev, Harvey Pokar, John A. Tynan, Pete Welding, Martin Williams, John S. Wilson. Reviows are initialed by the writers.

Ratings are: % % k % % excellent, X * * X very good, & * % good, X * fair, * poor,

JAZZ

Chris Anderson EEEEEEESEE————————

INVERTBD IMAGE—Jazzland 57: Inverted
Ignan; Lallaby of the Leaves; My Funny Valen.
tine; See You Saturday; Dancing in the Dark;
Only One; 1 hear a Rhapsody; You'd Be So Nice
to Come Home To.

Personnel: Anderson, piano; Bill Lee, bass;
Philly Joe Jones or Walter Perkins, drums.

Rating: % % % 4

Anderson comes rather highly touted by
his fellow Chicago musicians. Severe ill-
nesses had kept him in that city, until a
brief tour as accompanist to Dinah Wash-
ington enabled him to go to New York
in June, 1961, at which time Riverside/
Jazzland recorded his initial LP.

Anderson has a provocative way of
exploring the harmonies of a tune, at
times reminiscent of Thelonious Monk
(Image), at times Bill Evans (Rhapsody,
So Nice). Although both men are sug-
gested as comparisons in the notes, it
must be added that Anderson lacks the
profundity of the former and the sweeping
lyric grandeur of the latter. His particular
rhythmic elan is a light swing, a refresh-
ing change from heavy-handed, latter-day
converts to pseudo-Gospel stylings, but
there are instances when his phrasing
becomes awkward, as if he were so inter-
ested in the chords that the rhythm is
temporarily overlooked.

In short, an interesting but inconclusive
debut. I should mention that Perkins is
tasty in support. (FK.)

Eddie Davis-Johnny Griffin se—

BLUES UP AND DOWN—Jazzland 960: Camp
Meeting; Blues Up and Down; Nice and REasy;
le,"Gu: Walkin'; Leapin' on Lenox; Layin' on

ellow.

Personnel: Davis, Griffin, tenor saxophones;
Lloyd Mayers, piano; Larry Gales, bass; Ben
Riley, drums.

Rating: % % % %

Judging from the number of albums
this group has made in a relatively short
time, it must be one of the hottest com-
mercial attractions in jazz. It is not, how-
ever, as good as the Sonny Stitt-Gene
Ammons and Wardell Gray-Dexter Gor-
don two-tenor combinations.

Davis, who is particularly popular these
days, has a tremendously buoyant way of
swinging, an attractively husky tone, and
an immediately identifiable style. His lines
are marred, though, by a lack of fresh
melodic ideas. He has four or five pet
licks and turns of phrase that he repeats
so much that his solos become predictable.

His playing on almost every track ot
this album illustrates these virtues and
flaws clearly. I particularly dug his power-
fully earthy spot on Nice and Easy and
booting playing Up and Down.

Griffin’s strong points lie in other direc-

28 ¢ DOWN BEAT

tions than Davis’. He is never at a loss for
ideas but shows little concern for dynamic
variation. Still, I find his small and rela-
tively soft tone rather agreeable in the
normal registers in contrast to some mod-
ern tenors who self-consciously employ
louder and harder sounds. (I'm thinking
in particular of some of John Coltrane’s
imitators, though Coltrane himself is ca-
pable of producing starkly beautiful sono-
rities in all registers.)

Griffin has been accused of a lack of
taste because he double-times a lot, but
this seems an unfair rap. It is true he likes
to play fast, but his solos have plenty of
meat in them at any tempo and his chor-
uses have, at the least, an intracontinuity.

Although he has been heard to better
advantage in groups led by Thelonious
Monk and Art Blakey that included more
challenging compositions in their reper-
toire, he gets off very well-developed solos
on Gee, Easy, and Walkin'. His playing
throughout is ;_\ttractively relaxed.

Mayers is a fair soloist, and he, Gales,
and Riley make a really excellent rhythm
team. Riley especially stands out; he gets
a fine, crisp sound from his cymbals, and
though he is an economical drummer,
accents when it counts, (H.P.)

Duke Ellington m—

ALL AMERICAN—Columbia 8590: Back to
School; I've Just Seen Her; Which Way?; If 1
Were You; Once upon a Time; Night Life; Our
Children; 1 Couldn’t Have Done It Alone; We
Speak the Same Language; What a Country!

Personncl: Unidentified but probably Cat Ander-
son, Harold Baker, Ray Nanece, Bill Berry, trum-
pets; Chuck Connors, Lawrence Brown, Leon Cox,
trombones; Russell Procope, Johnny Hodges, slto
saxophones; Jimmy Hamilton, clarinet, tenor saxo-
phone; Paul Gonsalves, tenor saxophone; Harry
Carney, baritone saxophone; Ellington, piano; Sam
Woodyard, drums; Aaron Bell, bass.

Rating: % % % % %

This may seem like a surprisingly high
rating for an album of show tunes. But it
is Ellington's first such album, and it
proves again what has long been one of
the great wonders of the Ellington band:
that it can sublimate just about any ma-
terial on earth,

These are not bad songs, but by the
time they have been wrung through the
near-magic ducal process, they emerge as
something close to pure Ellingtonia. From
Carney’s opening moments in the School
waltz to the tongue-in-cheek finale of
Country! there is precious little that isn't
typical of the band at its incomparable
best.

Hamilton has some particularly im-
pressive moments; so do Hodges, Brown,
and Nance. If one can carp at anything,
it may be the heaviness of Woodyard on
Which Way? and an occasional imperfec-

tion in the reading of the arrangements.

The telephone must have rung while
annotator George Wein was listening to
these sides, or else it was out of order
when he needed to check solo credits, for
they are strangely incomplete. I suspect
that the trumpet on Which Way? and
Our Children could be the new addition,
Berry. I suspect, too, that Ellington and
Billy Strayhorn shared in the writing and
wish we could have been informed om
this highly interesting point.

What a band! (L.G.F.)

Johnny Hodges meeesesssssss—m

JOHNNY HODGES WITH BILLY STRAY.
HORN AND THE ORCHESTRA—Verve 6-8452:
Don’'t Get Around Muchk Anymore; I've Got It
Bad, and That Ain’t Good; Gal from Joe's; Your
Love Has Faded; I'm Just a Lucky So aad So;
Jeep's Blues; Day Dream; Juice A-Plenty; Azure;
Tailor Made; Stardust.

Personnel: Harold Baker, Cat Anderson, Bill
Berry, Ed Mullens, Howard McGhee, trumpets;
Lawrence Brown, Quentin Jackson, Chuck C s,
trombones; Hodges, alto saxophone; Russell Pro-
cope, Paul Gonsalves, Jimmy Hamilton, Harry
Carney, reeds; Jimmy Jones, piano; Aaron Bell,
bass; Sam Woodyard, drums; Strayhorn, conductor.

Rating: % * * % %

In essence, this is the Duke Ellington
Band with Hodges featured in, for the
most part, a Strayhorn setting. It is among
the best Ellingtonia issued in the last year.

Hodges, in his usual form, which is
to say excellent, effortlessly tosses off
phrases buttery in mellowness, fat with
the milk of maturity and the honey of
imagination. On the ballads he imparts
sentiment without becoming fudgy about
it. On the bounce blues tracks, he com-
ments with aplomb between the ensemble
phrases. The way he states melody, as on,
say, Lucky, is as personal and identifiable
as another man’s improvisations.

There is little lost motion in Hodges’
playing, either ballad or bounce; little is
superfluious; what is left out intensifies
what is played.

Three tracks have superb Hodges mom-
ents: Jeep’s, in which he floats through
the altered chord changes of the third
chorus; Dream, even more tender and
sensuous than the original version; and
Juice, in which he struts—the only word
to describe it—after the band drops out.
The latter track is marred, unfortunately,
by rushing tempo.

Brown also is featured but not to the
extent Hodges is. For the most part, he
plays very well here, most notably on
Love, Lucky, and Juice. But his feature
track, Stardust, while certainly showing
his command of the trombone in all re-
gisters, is weakened by his fighting the
tempo, trying to pull away from it, not
always getting the notes in the right place.

Strayhorn has done an impeccable job







——

of using the band to set off Hodges to
best advantage, whether it be with thick-
textured organ backgrounds (Got It Bad),
hard-gutted full ensemble (Don't Get
Around), or with instruments stacked in
multihued layers (Azure). Some of his
arrangements are quite close to the original
versions (Gal).

Mullens, who seldom has got credit for
being the fine writer he is, did the posterior-
shaking Tailor, which has short solos by
Gonsalves, Brown, Baker, and Carney as
well as a longer one by Hodges.

Despite the weaknesses noted, this is a
valuable addition to Ellingtonia. (D.DeM.)

Calvin Jackson mEEesss———

TWO SIDBS OF CALVIN JACKSON-—Reprise
6022: Moon River; How High the Moon; Moon-
light Somata; Tonight; Snowfall; I'll Remember
April; Post Coasties; Like Someone in Love;
Cute; Four Brothers.

Personnel: Jackson, pisno; unidentified accom-
paniment,

Rating: % %

The two sides that Jackson displays on
this disc—one in a concerto-type settings
with string and horn backgrounds, the
other with just rhythm accompaniment—
have one thing common: both are glib
and superficial.

The pieces with strings are out of the
Roger Williams drawer. The combo selec-
tions mix the Williams idiom with facile,
rhythmic playing that may or may not be
intended to be jazz. Aside from the oddity
of hearing a piano transcription of Four
Brothers, what Jackson offers is preten-
tiously chromium-plated cocktail piano.

J.sw.)

Franz Jackson maasessessse—m——"

JASS, JASS, JASS—Philips 200-013; Washing-
ton and Lee Swing; Cornet Chop Suey; How
Come You Do Me Like You Do?; Who's Sorry
Now?; Oh, How I Miss You Tonight; Beale St.
Blues; No Use Now; Put on Your Old Gray
Bonnet; High Society; Gate City; Don’t Forget
the Blues.

Personnel : Jackson, clarinct; Bob Shofner, trum-
pet; Al Wynn, trombone; Lawrence Dixon, banjo;
Rozelle Claxton or Little Brother Montgomery,
piano; Bill Oldham, tuba; Richard Curry, drums.

Rating: % % %

Wynn and Claxton have good moments,
but all major honors go to Shoffner and
Dixon in this album. These two carry the
bulk of the load, do the trail blazing, and
most of the others are content to follow
along with more-or-less adequate perform-
ances.

Jackson has had a long career in Chi-
cago jazz, but he has never conquered his
propensity for bunching miscellaneous
phrases into something that resembles a
jazz solo, and this fault is evident on most
of these tracks. Often it is Shoffner’s elec-
trically charged horn and Dixon’s rocklike
rhythm that have to redeem the lethargy.

Wynn doesn’t kick the ensemble the
way he should, but he turns in stirring
solos on Beale St. and Gate. Claxton (or
are the liner notes confusing Claxton’s
work with Montgomery’s?) does beautiful
work on Don’t Forget the Blues.

But it is the Shoffner-Dixon combina-
tion that propels these tracks. Both move
through the tunes with a sureness and a
determination to make things swing, and
had the others been blessed with this de-
gree of intention, this rating would have
been higher. (G.M.E.)
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Milt Jackson-Wes Montgomery s

BAGS MEETS WES—Riverside 407: SKJ;
Stablemates; Stairway to the Stars; Blue Roz;
Sam Sack; Jingles; Delilah.

Personnel: Jackson, vibraharp; {1 Vs
guitar; Wynton Kelly, piano; Sam Jones, bass;
Philly Joe Jones, drums.

Rating: % % %

This is the third album released since
Jackson left Atlantic a few months ago.
The first issued was the superlative col-
laboration with the Oscar Peterson Trio
on Verve—one of the best Jackson albums;
the second was a fairly interesting Impulse
LP (Statements) with pianist Hank Jones.
This third, considering the personnel,
promised to be at least as enjoyable as
the one with Peterson. It is not; in fact,
it is the least rewarding of the three.

There are good moments, to be sure:
Jackson’s balladry on Stairway, particu-
larly his turnaround going into the second
eight of the first chorus and his master-
ful reshaping of the second eight; his
tumbling break on Montgomery’s Blue
Roz; the all-around success of Jingles, with
excellent solos and ensemble work by
both Joneses; and Jackson’s intense work
on Delilah.

But there are drawbacks too: The in-
conclusion of Montgomery on SKJ, a
catchy blues by Jackson; Bags getting

hung on Stablemates’ changes; the lack of
inspiration prevalent on too much of this
record. This last is most important.

In other words, the session didn’t come
off as well as it should have. (D.DeM.)

Jazz Crusaders nsssssssssssss———"

LOOKIN' AHEAD—Pacific Jazz 43t Somg
of India; Big Hunk of Funk; Tonight; 507 Ney-
land; Till All Bnds; Tortoise and the Hare: In a
Dream; Sinnin’ Sam; The Young Rabbits.

Personnel: Wilton Felder, tenor saxophonc;
Wayne Henderson, trombone; Joe Sample, piano;
Jimmy Bond, bass; Sticks Hooper, drums.

Rating: % % % %

The Jazz Crusaders group was formed
when its members were in high school and
held together when they went to Texas
Southern University. Although they appear
to be well-schooled musicians, the band has
much in common with the jumping, un-
pretentious combos that flourished in the
Southwest 20 to 25 years ago.

This is, however, not just another hastily
arranged blowing session. Some of the
compositions are quite good, notably India
—done in 7/4 time— and the very pretty
507 Neyland.

Funk and Sam are cited in the notes
as examples of Gospel-influenced tunes
that have complex and challenging under-

a handy check list.

[ Dorothy Ashby (Argo 690)

O Gil Evans, Into the Hot (Impulse 9)

N lewn bears

For the benefit of record buyers, Down Beat provides a listing of jazz, reissue,
and vocal LPs rated four stars or more during the preceding five-issue period.
LPs so rated in this issue will be included in the next listing. Use this guide as

* kX * k& %
[J Robert Johnson, (vocal) King of the Delta Blues Singers (Columbia 1654)
O Lester Young and the Kansas City Five (reissue) (Commodore 30014)
*x k * x %

(O Benny Carter, Further Definitions (Impulse 12)
O Ornette Coleman, Ornette! (Atlantic 1378)
O Miles Davis, Someday My Prince Will Come (Columbia 1646)

[ An Electrifying Evening with the Dizzy Gillespie Quintet (Verve 8401)
O Woody Herman, Swing Low, Sweet Clarinet (Philips 200-004)
[J Roland Kirk, We Free Kings (Mercury 60679)
O Mark Murphy (vocal) Rah! (Riverside 395)
[0 Gunther Schuller-Jim Hall, Jazz Abstractions (Atlantic 1365)
[0 Zoot Sims-Al Cohn, Either Way (Fred Miles Presents 1)
* k %X %
O Bob Brookmeyer, Gloomy Sunday and Other Bright Moments (Verve 8455)
O Kenny Burrell, Blue Lights (Blue Note 1597)
[0 Arnett Cobb, Movin’ Right Along (Prestige 7216)
O Teddy Edwards, Good Gravy (Contemporary 3592)
O Duke Ellington-Count Basie, First Time (Columbia 1715 and 1815)
O Bill Evans, Waltz for Debby (Riverside 399)
O Erma Franklin, (vocal) Her Name Is Erma (Epic 3824)
{0 Don Friedman, A Day in the City (Riverside 384)
O Lionel Hampton, (reissue) The “Original” Stardust (Decca 74194)
[ Elmo Hope, Here's Hope (Celebrity 209)
O J. J. Johnson, A Touch of Satin (Columbia 8537)
O Quincy Jones, The Quintessence (Impulse 11)
O Clifford Jordan, Starting Time (Jazzland 52)
O Oscar Peterson-Milt Jackson, Very Tall (Verve 8429)
[3 Tommy Ladnier, (reissue) Blues and Stomps (Riverside 154)
O Gerry Mulligan, On Tour (Verve 8438)
[0 The Sensual Sound of Sonny Stitt (Verve 8451)
O Roosevelt Sykes, Blues (Folkways FS 3827)
[0 The Essential Art Tatum (reissue) (Verve 8433)
O Richard Twardzik, (reissue) The Last Set (Pacific Jazz 37)
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