DUKE ELLINGTON—BLACK, BROWN & BEIGE
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. WORK SONG (from ‘“Black, Brown and Beige”’)
Duke Ellington; Tempo Music, Inc., ASCAP (4:34)
. COME SUNDAY (from ‘‘Black, Brown and Beige’’)
Duke Ellington; Tempo Music, Inc., ASCAP (4:29)
. THE BLUES (from ‘“Black, Brown and Beige”’)
Duke Ellington; Tempo Music, Inc., ASCAP (4:29)
. THREE DANCES (from “Black, Brown and Beige”’)
Duke Ellington; Tempo Music, Inc., ASCAP (4:29)
a-WEST INDIAN DANCE b - EMANCIPATION CELEBRATION
c-SUGAR HILL PENTHOUSE (BEIGE)
. TAIN’T GOT NOTHIN’ BUT THE BLUES
Don George - Duke Ellington; Morley Music Co. Inc., ASCAP (2:41)
. PM BEGINNING TO SEE THE LIGHT
James - Ellington - Hodges - George; Chappell Music Inc., ASCAP (3:11)
. DON’T YOU KNOW | CARE (OR DON’T YOU CARE TO KNOW)
Duke Ellington; Famous Music Corp., ASCAP (3:05)
. IDIDN’T KNOW ABOUT YOU
Duke Ellington - Bob Russell; CBS Robbins Music Corp., ASCAP (2:44)
. CARNEGIE BLUES—Duke Ellington; Tempo Music Inc., ASCAP (2:46)
. BLUE CELLOPHANE—Duke Ellington; Tempo Music, Inc., ASCAP (2:55)
. MOOD TO BE WOO’D
Johnny Hodges - Duke Ellington; CBS Robbins Music Corp., ASCAP (2:59)
. (ALLOF A SUDDEN) MY HEART SINGS
Harold Rome - Jamblan - Herpin; Leeds Music Corp., ASCAP (2:56)
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. KISSING BUG—Strayhorn - Sherrill - Stewart; Tempo Music Inc., ASCAP (3:02)
. EVERYTHING BUT YOU
George - James - Ellington; Tempo Music Inc., ASCAP (2:51)
. (OTTO MAKE THAT) RIFF STACCATO
Si Schwartz - Milton Orent; Tempo Music Inc., ASCAP (3:05)
. PRELUDE TO A KISS
Gordon - Mills - Ellington; Mills Music, ASCAP (3:01)
. CARAVAN - Mills - Ellington - Tizol; Mills Music Inc., ASCAP (2:47)
. BLACK AND TAN FANTASY
Bubber Miley - Duke Ellington; Mills Music Inc., ASCAP (2:49)

[DFEN] ISSEANE

. MOOD INDIGO

Duke Ellington - Irving Mills - Barney Bigard; Mills Music Inc., ASCAP (2:47)

. INASENTIMENTAL MOOD
Duke Ellington - Manny Kurtz - Irving Mills; Mills Music Inc., ASCAP (3:02)

. ITDON’T MEAN A THING (IF IT AIN’T GOT THAT SWING)
Irving Mills - Duke Ellington; Mills Music Inc., ASCAP (2:59)

. SOPHISTICATED LADY-—Mills - Parrish - Ellington; Mills Music Inc., ASCAP (2:42)

. TONIGHT I SHALL SLEEP (WITH A SMILE ON MY FACE)
Duke Ellington - Mercer Ellington - Irving Gordon; Allied Music, ASCAP (2:54)
. 1LET ASONG GO OUT OF MY HEART
Mills - Nemo - Ellington - Redmond; Mills Music Inc., ASCAP (3:04)
. SOLITUDE
Ellington - Delange - Mills; Mills Music Inc. /Scarsdale Music Corp., ASCAP (3:04)
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. BLACK BEAUTY-—Duke Ellington; Mills Music Inc., ASCAP (2:45)
. EVERY HOUR ON THE HOUR (I FALL IN LOVE WITH YOU)
Duke Ellington - Don George; Viking Music Corp., ASCAP (3:02)
. BALCONY SERENADE (from “The Perfume Suite”’)
Billy Strayhorn; Tempo Music Inc., ASCAP (3:06)
. STRANGE FEELING (from “The Perfume Suite”)
Billy Strayhorn - Duke Ellington; Tempo Music Inc., ASCAP (3:11)
. DANCERS IN LOVE (“‘Stomp for Beginners”’ —from
“The Perfume Suite’)—Duke Ellington; Tempo Music Inc., ASCAP (2:17)
. COLORATURA (from “The Perfume Suite’’) [remake]
Duke Ellington; Tempo Music Inc., ASCAP (2:59)
. THINGS AIN’T WHAT THEY USED TO BE
Duke Ellington - Mercer Ellington - Don George; Tempo Music Inc., ASCAP (3:06)
. TELL YA WHAT M GONNA DO
Johnny Green - Ralph Blane; CBS Feist, ASCAP (2:47)
. COME TO BABY, DO!
Inez James - Sidney Miller; Leeds Music Corp., ASCAP (2:46)
. M JUST A LUCKY SO-AND-SO
Ellington - David; Famous Music Corp., ASCAP (3:11)
. LONG, STRONG AND CONSECUTIVE
Ellington - David; CBS Feist, ASCAP (2:55)
. THE WONDER OF YOU
Johnny Hodges - Don George - Duke Ellington; Grand Music, ASCAP (2:44)
. ROCKABYE RIVER (HOP, SKIP, JUMP)
Duke Ellington; Tempo Music Inc., ASCAP (3:00)
. SUDDENLY IT JUMPED —Duke Ellington; Tempo Music Inc., ASCAP (2:47)
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(A BLUE FOG THAT YOU CAN ALMOST SEE THROUGH)
Lawrence Brown - Duke Ellington; Tempo Music Inc., ASCAP (2:57)
JUST SQUEEZE ME (BUT DON’T TEASE ME)

Duke Ellington - Lee Gaines; CBS Robbins Music Corp., ASCAP (3:20)

A GATHERING IN A CLEARING

Ellington - Anderson; Tempo Music Inc., ASCAP (3:11)

. TRANSBLUCENCY

. YOU DON’T LOVE ME NO MORE

Duke Ellington; Tempo Music Inc., ASCAP (3:22)

. PRETTY WOMAN —Duke Ellington; Tempo Music Inc., ASCAP (2:46)
. HEY BABY—Duke Ellington; Tempo Music Inc., ASCAP (2:48)
. BACK HOME AGAIN IN INDIANA

Hasley - MacDonald; Shapiro Bernstein & Co., ASCAP (2:48)

. BLUE IS THE NEGHT—Fred Fisher; CBS Robbins Music Corp., ASCAP (3:05)
. LOVER MAN

Jimmy Davis - Roger “Ram’’ Ramirez - Jimmy Sherman; MCA Inc., ASCAP (3:17)

. JUST YOU, JUST ME

Jesse Greer - Raymond Klages; CBS Robbins Music Corp., ASCAP (2:53)

. BEALE STREET BLUES—\WC. Handy; Handy Bros. Music Co., ASCAP (2:54)
. MY HONEY’S LOVIN’ ARMS—Ruby - Meyer; Mills Music, ASCAP (3:10)
. MEMPHIS BLUES

Handy - Norton; Handy Bros. Music Co. /Jerry Vogel Music, ASCAP (3:02)

. IDON’T STAND A GHOST OF A CHANCE WITH YOU —Bing Crosby -

Ned Washington - Victor Young; Mills Music, Inc. / Victor Young Pub. Inc., ASCAP (3:02)

TV
. ST. LOUIS BLUES—WC. Handy; Handy Bros. Music Co., ASCAP (2:59)
. SWAMP FIRE—Harold Mooney - Irwin Taylor; Leeds Music Corp, ASCAP (2:50)
. ROYAL GARDEN BLUES
Clarence Williams - Spencer Williams; Shapiro Bernstein & Co., ASCAP (3:05)
. ESQUIRE SWANK-—Hodges - Ellington; Tempo Music Inc., ASCAP (3:33)
. MIDRIFF—Billy Strayhorn; CBS Robbins Music Corp., ASCAP (3:16)

Executive Producers—Steve Backer and Bob Porter

Produced by Ed Michel

Audio Restoration by Rick Rowe and Ray Hall ® Tracks selected by Bob Porter
Production assistance by Susan Ruskin ® Noise reduction by Sonic Solutions

Disc transfers by Bernardo Cosachov ® The producer would like to extend special thanks
for assistance, cooperation, aid, comfort, and good fellowship to Amanda Armstrong,
Leslie Parr, Juan Marquez, Bob Porter, and The Ultimate Ellingtonian, Jerry Valburn.

PRODUCER'S NOTE: We feel that these digital versions of mono recordings
from the mid-nineteen-forties have been transferred as painstakingly and carefully
as contemporary state-of-the-art technology, including high-speed computer
assistance in removing both noise and distortion, will allow. But digital recording,
like any technology, is not magic, so where imperfections exist in original source
recordings, they have been removed only insofar as their removal will cause
neither loss in nor interference with the sound of the music. These are not new
nineteen-eighties audiophile recordings, but the music, a cornerstone of
America’s cultural heritage, comes through with the power and authority its
makers intended.
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DUKE ELLINGTON, piano; TAFT JORDAN, SHELTON HEMPHILL, CAT
ANDERSON, trumpet; RAY NANCE, cornet and violin, CLAUDE JONES,
LAWRENCE BROWN, JOSEPH “TRICKY SAM” NANTON, trombone;
JIMMY HAMILTON, clarinet and tenor saxophone; OTTO HARDWICK,
JOHNNY HODGES, alto saxophone; AL SEARS, tenor saxophone; HARRY
CARNEY, baritone saxophone and clarinet; FRED GUY, guitar; ALVIN
“JUNIOR” RAGLIN, bass; SONNY GREER, drums. December |, 1944, RCA
Studio 2, New York City.

1 AIN'T GOT NOTHIN’ BUT THE BLUES—vocal by Al Hibbler, obbligato by
Kay Davis; matrix D4VB-453-1; 20-1623-B

I’M BEGINNING TO SEE THE LIGHT—vocal by Joya Sherrill;
matrix D4VB-454-2; 20-1618-B

DON’T YOU KNOW | CARE (OR DON’T YOU CARE TO KNOW)—vocal
by Al Hibbler; matrix D4VB-455-2; 20-1618-A

IDIDN’'T KNOW ABOUT YOU—vocal by Joya Sherrill; matrix D4VB-456-4;
20-1623-A

Same. December |1, 1944.

THE BLUES (from “Black, Brown and Beige'')—vocal by Joya Sherrill;
matrix D4VC-562-3; 28-0414-A/-0401-B

THREE DANCES (from “Black, Brown and Beige’’) a- WEST INDIAN
DANCE b-EMANCIPATION CELEBRATION c-SUGARHILL
PENTHOUSE (BEIGE) matrix D4VC-563-1; 28-0414-B/-0400-B

Same. December 12, 1944.

WORK SONG (from “Black, Brown and Beige’); matrix D4VC-560-1; 28-0413-A/-0400-A

COME SUNDAY (from “Black, Brown and Beige');
matrix D4VC-561-2; 28-0413-A/-0401-A

Same, except add REX STEWART, trumpet. January 4, 1945.
CARNEGIE BLUES; matrix D5VB-12-3; 20-1644-B

BLUE CELLOPHANE; matrix D5VB-13; LPM-6009 (no single release)
MOOD TO BE WOO’D; matrix D5VB-14-2; 20-1670-B

(ALL OF A SUDDEN) MY HEART SINGS—vocal by Joya Sherrill;
matrix D5VB-15-5; 20-1644-A

Same. April 26, 1945.
KISSING BUG—vocal by Joya Sherrill; matrix D5VB-232-1; 20-1670-A

Same. May |, 1945.
EVERYTHING BUT YOU—vocal by Joya Sherrill; matrix D5VB-233-1; 20-1697-B
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(OTTO MAKE THAT) RIFF STACCATO—vocal by Ray Nance;
matrix D5VB-234-1; 20-1697-A

Same. May 10, 1945.
PRELUDE TO A KISS; matrix D5VB-261-1; (Br) HMV | O. 243 /27-0054-B

Same. May |, 1945.

CARAVAN; matrix D5VB-262-1; 20-3291-A

BLACK AND TAN FANTASY; matrix D5VB-263-1; (Br) HMV JO. 243/27-0057-A
MOOD INDIGO—vocal by Kay Davis; matrix D5VB-264-1; (Br) HMV J.O. 264/

no single release (US)

Same, except substitute BOB HAGGART, bass, for RAGLIN. May 14, 1945.
IN A SENTIMENTAL MOOD; matrix DSVB-265-1; 20-3291-B

IT DON'T MEAN A THING (IF IT AIN’'T GOT THAT SWING)—vocal by
Joya Sherrill, Kay Davis, and Marie Ellington; matrix D5VB-266-1; (Br) HMV J.O. 264 /27-0054-A

SOPHISTICATED LADY; matrix D5VB-267-1; (Br) HMV ) O. 276/27-0056-B

Same, except add TOMMY DORSEY, trombone.

TONIGHT I SHALL SLEEP (WITH A SMILE ON MY FACE);
matrix DSVB-268-1; 45-0002-B

D y
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Same, except omit DORSEY, trombone, and substitute SID WEISS, bass, for
HAGGART. May 15, 1945.

ILET ASONG GO OUT OF MY HEART—vocal by Joya Sherrill;
matrix D5VB-269-1; (Br) HMV ] O. 268/27-0056-A

SOLITUDE—vocal by Joya Sherrill, Kay Davis, Marie Ellington, and Al Hibbler;
matrix D5VB-270-1; (Br) HMV | O. 249/27-0055-B

Same, except substitute ALVIN RAGLIN, bass, for WEISS. May 16, 1945.

BLACK BEAUTY; matrix D5VB-273-1; (Br) HMV J.O. 249/ no single release (US)

EVERY HOUR ON THE HOUR (I FALL IN LOVE WITH YOU)—vocal by
Al Hibbler; matrix D5VB-274-1; 20-1718-A

Same, except add AL LUCAS, bass. July 24, 1945.

STRANGE FEELING (from “The Perfume Suite”)—vocal by Al Hibbler;
matrix DSVB-505-1; 20-4711-A

BALCONY SERENADE (from “The Perfume Suite”);
matrix DSVB-507-1; 20-4711-B
Same, except omit LUCAS, bass. July 30, 1945.

COLORATURA (from “The Perfume Suite”) [remake];
matrix D5VB-506-2; 20-4712-A

THINGS AIN'T WHAT THEY USED TO BE;
matrix D5VB-518-1; 20-1718-B
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Same session. DUKE ELLINGTON, piano; ALVIN RAGLIN, bass.
DANCERS IN LOVE (“Stomp for Beginners'—

from “The Perfume Suite’); matrix D5VB-D519; 20-1712-B

Same (full band personnel), except SID CATLETT, drums, replaces GREER.
October 8, 1945.

TELL YA WHAT I’'M GONNA DO—vocal by Joya Sherrill;
matrix D5VB-622-1; 20-1748-B

COME TO BABY, DO!—vocal by Joya Sherrill; matrix D5VB-663-1; 20-1748-A
Same, except omit NANCE, trumpet; WILBUR DE PARIS, trombone, replaces
NANTON; RUSSELL PROCOPE, alto saxophone, replaces HARDWICK;

OSCAR PETTIFORD, bass, replaces RAGLIN; SONNY GREER, drums,
replaces CATLETT. November 26, 1945.

I’'M JUST A LUCKY SO-AND-SO—vocal by Al Hibbler; matrix D5VB-949-1; 20-1799-8

LONG, STRONG AND CONSECUTIVE—vocal by Joya Sherrill;
matrix D5VB-950-1 (no single release)

THE WONDER OF YOU—vocal by Joya Sherrill; matrix D5VB-951-1; 20-1799-A

DUKE ELLINGTON, piano; TAFT JORDAN, FRANCIS WILLIAMS,
SHELTON HEMPHILL, CAT ANDERSON, HAROLD “SHORTY”
BAKER, trumpet; RAY NANCE, cornet and violin, CLAUDE JONES,
LAWRENCE BROWN, JOE“TRICKY SAM” NANTON, WILBUR DE

M

PARIS, trombone; JIMMY HAMILTON, clarinet and tenor saxophone;
JOHNNY HODGES, RUSSELL PROCOPE, alto saxophone; AL SEARS,
tenor saxophone; HARRY CARNEY, baritone saxophone and clarinet; FRED
GUY, guitar; OSCAR PETTIFORD, bass; SONNY GREER, drums.
Hollywood, July 9, 1946.

ROCKABYE RIVER (HOP, SKIP, JUMP); matrix D6VB-2093-1; 40-0134-A
SUDDENLY IT JUMPED); matrix D6VB-2094-1; 20-3135-B

TRANSBLUCENCY (A BLUE FOG THAT YOU CAN ALMOST SEE
THROUGH)—vocal by Kay Davis; matrix D6VB-2095-1; 20-2326-8

JUST SQUEEZE ME (BUT DON’T TEASE ME)—vocal by Ray Nance;
matrix D6VB-2096-1; 20-1992-A

Same. July 10, 1946.
A GATHERING IN A CLEARING; matrix D6VB-2097-1; 20-4821-B

YOU DON’'T LOVE ME NO MORE—vocal by Al Hibbler;
matrix D6VB-2098-1; EPAT-435 (no single release)

PRETTY WOMAN—vocal by Al Hibbler; matrix D6VB-2099-1; 20-2325-8

HEY BABY-—vocal by Ray Nance; matrix D6VB-2100-1; LPV-533 (no single release)

Same, but omit NANTON, trombone. August 26, 1946.
BACK HOME AGAIN IN INDIANA; matrix D6VB-2113-I; LPV-533 (no single release)
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BLUE IS THE NIGHT; matrix D6VB-2114-1; LPV-6009 (no single release)

LOVER MAN—vocal by Marian Cox; matrix D6VB-2115-2; LEJ-1011 (no single release)
JUST YOU, JUST ME; matrix D6VB-2116-1 (no single release)

BEALE STREET BLUES; matrix D6VB-2117-1; 20-2326-A

Same. September 3, 1946.

MY HONEY’S LOVIN’ ARMS—vocal by Ray Nance; matrix D6VB-2126-1; 20-3135-A
MEMPHIS BLUES; matrix D6VB-2127-1; 20-2325-A

IDON'T STAND A GHOST OF A CHANCE WITH YOU—
vocal b)’ Marian Cox; matrix D6VB-2128-1 (no single release)

ST. LOUIS BLUES—vocal by Marian Cox; matrix D6VB-2129-1; 20-2327-A
SWAMP FIRE; matrix D6VB-2130-1; 20-1992-B

ROYAL GARDEN BLUES; matrix D6VB-213I-I; 20-2324-A

ESQUIRE SWANK; matrix D6VB-2132- (no single release)

MIDRIFF; matrix D6VB-2133-1 (no single release)

DWARD KENNEDY ELLINGTON may someday be regarded as one of
the greatest composers of the twentieth century regardless of idiom or
category. He was a man of great talent, one who could express himself

with words and visual images, a leader of men and to 1932, working with his musicians at the Cotton
especially, a composer of music. “Duke," as most Club, a legendary ““uptown” night spot in New York
people know him, enjoyed a lengthy and productive City. There he not only provided dance music, but also
career spanning seven decades. Born on the 29th of accompanied the exotic shows and sketches which
April, 1899, and raised in Washington, D.C., he chose featured the finest Black entertainers. Duke and his

to play music rather than accept a scholarship in orchestra enjoyed a period of musical stability
commercial art. Ellington pursued his muse and during throughout the 1930's; most of his men had been with
the roaring twenties found himself in Harlem, where him for over a decade. In 1939 he added three inspiring
he built a band and a musical style which became and creative members to his already remarkable team
known worldwide. He spent his formative years, 1927 of musicians. They were Billy Strayhorn, assistant




arranger, composer, lyricist, and sometimes pianist;
Jimmy Blanton, bassist; and Ben Webster, tenor
saxophone soloist. By 1940, at age 41, Ellington had
fronted a band of 14 musicians, appeared in films, was
recognized as a leading composer of popular songs, had
toured most of the United States, had twice played
concerts and dances in Europe, and had composed
works for his jazz orchestra which today still amaze
and delight us with their unique sounds and mysteries.
Ellington was lucky. He surrounded himself with
musicians who would not only cooperate but would
participate in the creative process of making music.
He wrote specifically for these men, taking full
advantage of their strengths, growing with them to
musical maturity.

By 1941, Ellington had reached a peak regarded by
many as the highest in his long and distinguished
career. With such important instrumental works from
this period as Ko-Ko, Jack The Bear, Concerto For
Cootie, Cotton Tail, Harlem Air Shaft, Warm Valley
and Strayhorn's Take the ‘A’ Train still fresh in the
repertoire, Ellington was riding high. The music played
by his band proved that jazz at its best had to be
considered an art music, not merely an exotic novelty
or simply music for dancing or entertainment.
Ellington's accomplishments at this time also included
the 1941 musical Jump For Joy which was produced
on the West Coast. Although it did not succeed
commercially, the show was an artistic success. From
its score, Jump For Joy yielded one song which

became a permanent part of the American song
heritage—/'ve Got It Bad (And That Ain’t Good).

This album of recordings is a companion volume to
the RCA Bluebird digitally remastered collection The
Webster - Blanton Band (5651-I-RB [disc], 565I-2-RB
[CD], and 5651-4-RB [cassette]). The United States had
been drawn into the Second World War on December
7, 1941. The music contained here comes from a
troubled time for the en*'re world. It was also
a difficult period for the music industry and
Duke Ellington.

Beginning in November, 1940, the foundation
threatened to crumble under the Ellington organization
with the loss of trumpeter Cootie Williams to Benny
Goodman's band. Duke understood Cootie's motives
and quickly compensated for the loss by hiring the
multi-talented Ray Nance to take his place. From
Chicago, Nance played both trumpet and violin with
style. He was also an engaging singer and dancer whose
nickname was *‘Floorshow.”

More serious, however, was the death at age 24 of
Jimmy Blanton, who had brought so much propulsive
energy to the band. Blanton's fresh conception of time
and rhythm had moved Ellington into line with the
more popular jazz/dance bands—black and white—
of the 1940's. The sturdy and professional, though
less exciting, Junior Raglin was brought in to
replace Blanton.

In June, 1942, Barney Bigard left to form his own
band while Ellington was in the middle of a tour which

)

was to take his orchestra as far as Hollywood. While
some might say that Bigard's New Orleans conception,
with its roots in the jazz styles of the 20's and 30's,
was no longer appropriate to the big band music of the
1940's, the fact remains that with Bigard's departure
Ellington lost an original soloist who brought a unique
color to Ellington’s tonal palette. Bigard's replacement,
Chauncy Haughton, had been working with Ella
Fitzgerald's band, and the Duke needed someone who
could decipher the challenging scores immediately;
however, Haughton was not up to the standards of the
other Ellingtonians.The realization of Ellington scores
and the general performance of the band suffered when
Bigard left.
he end of what is now known as
Ellington's “Second Victor Period” was
marked by his July 28, 1942, recording in
RCA's Chicago studio of the Sherman
Shuffle—a tribute to Chicago's Hotel
Sherman. Trouble in the music industry forced the
closing of Duke's account with RCA.

The American Federation of Musicians, a union
headed by James Petrillo, called for a strike against any
recording company refusing to pay royalties on record
sales. These royalties were to be used to promote live
musical performances. It was feared that recorded
music would eventually replace flesh-and-blood
musicians. Many of these fears were realized with the
demise of staff orchestras at the major radio networks,
the elimination of remote broadcasts and finally the

ME

use of tape recordings in place of live musicians for
ballet and Broadway performances.

In August, 1942, a recording ban went into effect
in an attempt to force the industry to agree to the
union's demands. Several methods of circumventing
the effects of this strike were undertaken. Record
companies scoured their vaults searching for
unreleased recordings or simply reissued old
recordings. Vocalists, who were not required to join
the musicians’ union, were recruited by some of the
record companies to form “‘human orchestras™ taking
the place of various instruments in a manner similar to
those of later (and more sophisticated) groups like
Lambert, Hendricks & Ross. Their attempts to work
out arrangements using the voice as an instrument
recalled ideas which Ellington had pioneered in the
1920's. Some small independent recording companies
seized the opportunity to get the jump on the
majors—RCA Victor, Columbia and Decca—by
agreeing to pay the royalties.

During the last month of 1942, at least, Duke had
been preparing for an auspicious event, a major piece
of music lasting more than 50 minutes to be premiered
at Carnegie Hall on January 23, 1943. The work,
Black, Brown and Beige, was a culmination of all
his previous efforts to expand the scope of jazz
composition. Duke permanently enlarged his orchestra
to include at least four trumpets. He had added Harold
Baker to the same group of musicians who recorded in
the studio at the last Victor session of July 8, 1942:
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THE ELLINGTON ORCHESTRA WHICH PREMIERED

BLACK, BROWN AND BEIGE

AT CARNEGIE HALL—
JANUARY 23, 1943

Wallace Jones, Harold Baker, Ray Nance, Rex
Stewart—trumpets and cornet
Joe Nanton, Lawrence Brown, Juan Tizol—trombones
Chauncey Haughton, Johnny Hodges, Otto Hardwick,
Ben Webster, Harry Carney—saxophones and clarinets
Duke Ellington—piano
Fred Guy—guitar, Junior Raglin—bass, Sonny
Greer—drums

The concert lasted over three hours. The music
presented by Ellington and his musicians seemed to be
appreciated by the overflowing audience, some of
whom had to be seated on the stage beside and even
behind the orchestra. But while the music and
entertainment magazines of the day, Down Bea,
Metronome, Variety and Billboard, praised the
concert, most reviews published the next morning in
the New York papers damned the work, claiming that
Ellington had neither the ability nor the right to
compose such an ambitious work. Ellington was
discouraged by these reviews and one wonders how he
felt as he repeated the concert a few days later in
Boston’s Symphony Hall.

The remainder of 1943 found the Ellington Orchestra
in a six-month residency at the Hurricane Club,
located at 49th and Broadway in New York City. Even
though the recording ban was still in effect, fans and

& b“n”'
1~
students of Ellingtonia were able to follow the band’s
progress, since there were nightly remote broadcasts
from the club.

The Ellington band continued to undergo personnel
changes. Ben Webster left the band in July, 1943, and
was permanently replaced in August by Elbert *“Skippy”
Williams. An elusive “Sax" Mallard took Chauncy
Haughton's place for a few weeks at the Hurricane

Club. In June, Duke had to find two more
replacements in his reed section: Nat Jones took over
on alto saxophone and clarinet for Otto Hardwick.
More important was the discovery of Jimmy Hamilton
to replace Haughton, who had been drafted into
military service. Hamilton, who had studied many
instruments, represented the new wave of jazz
clarinetists following the mode of Benny Goodman and
Artie Shaw. A virtuoso capable of playing brilliant solos
and a well-schooled musician who could read scores as
well as write them, Hamilton eventually proved to be
an inspiration to both Ellington and Strayhorn. In the
trumpet section, Harold Baker, Rex Stewart and Ray
Nance were in and out, occasionally replaced by Dizzy
Gillespie. Trombonist Sandy Williams from the Fletcher
Henderson band filled in for Lawrence Brown for a few
months. Even Junior Raglin and Sonny Greer were
replaced briefly.

Wrapping up the year was another Carnegie Hall
concert on December II, 1943. This time the major
piece was New World A-Comin’, a twelve minute
work inspired by a best-selling book by Roi Ottley.
With this second presentation, the Carnegie Hall
concerts became more or less annual events. Duke
usually premiered new, significant works at these
concerts which totalled thirteen editions by the time
of his last appearance there in 1972.

By 1944, Ellington’s participation in the war effort
became more active, especially through studio
recordings issued on V Disc, recordings used

exclusively for records shipped to service men
overseas. His orchestra also took part entertaining
US. military men at various military camps, bases and
training centers like the one at the Bainbridge Naval
Training Center in Maryland.

A major loss to the band during this period occurred
in April, 1944, when Juan Tizol left to join Harry
James' orchestra. Commentators wondered what all
the fuss was about. Surely, they thought, Duke would
not miss a musician who played the valve trombone—
what some considered a bastardized instrument.
Besides, Tizol was not known to be an inventive or
swinging soloist. What they didn’t realize was the
magical way Nanton, Tizol and Brown were able to
work together—to combine their disparate tones and
phrase together forming a unique, homogeneous
voice—one much more than merely the sum of its
parts. Mark Tucker, who wrote the notes for the
Webster-Blanton Band and who has a book soon to be
published which examines Duke's early years in depth,
dubbed the trio “God's Trombones-a reference to
“Seven Negro Sermons in Verse,”" an influential book
of poetry published in 1927 by the black author, James
Weldon Johnson. What the critics also didn't realize
was Tizol's value as a co-composer, especially in
creating exotic moods which reflected his Puerto Rican
heritage and fascination for things “‘oriental.” On a
day-to-day basis, Tizol was Ellington's copyist—one of
those rare individuals who understood Duke's *‘code”
and was able to translate his scores into the individual







