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Duke Ellington




Duke Ellington

"Duke" Edward Kennedy Ellington was born on April 29, 1899 in
Washington DC. His father was a butler in the "White House" and
because of this Edward Kennedy Ellington got a better education
than other "black people" in that time. In the age of six he got the
first lessons in playing piano from his mother and from diffrent
teachers. Because of listening to Ragtime gramophone records he
became attracted to this early form of jazz music. The first
composition Ellington ever wrote was made in 1915, called "Soda
Fountain Rag". Three years later he had his first appearance in
public at the "Poodle Dog Café" in Washington. In the age of 21
Ellington left Washington and went to New York City. There he
played in the orchestra of Wilbur Sweatman. But short after he left
New York to go back to Washington. A year later he tried again to go
to New York and short after his arrival he got a job at the "Barron
Wilkins Club". In the same time he established his first own band
the "Washingtonians" and this group played at the "Hollywood".
The club became later popular as the "Kentucky Club". Ellingtons
band played there until 1927. Their first recording sessions were
made in 1925 and the recordings were released under diffrent
bandnames like " Duke Ellington and the Kentucky Club Orchestra"
or "Duke Ellington and his Washingtonians".




On December 4, 1927 the band got a job at the legendary "Cotton
Club". This club was at the first floor of a building in the Lenox
Avenue near the 142 street. The interior of this club was incredibly
luxurious. From there a lot of appearances were directly broadcasted
by CBS and NBC in that time in fact a guarantee for the commercial
success of a band. In 1928 Ellington made more than 15 recording
sessions together with diffrent musicians. In the next years he
developed his own style and this style became popular as "Jungle
Style" because some of the arrangements remind on african music.
With his record sales and the radio broadcasts from the "Cotton
Club" Ellington became very popular and successful in the early
thirtys. In 1931 Ellington left the "Cotton Club". As in the middle of
the thirtys the Swing and Big Band Jazz becamc more and more
popular the band fell into a crisis. But Ellington did not change his
style to the more popular way even if some elements of that new jazz
influenced his music. In this years Ellington made recording
sessions for some diffrent record labels. His earlier recordings were
usually released on BRUNSWICK. The following years from 1939
to 1942 count as the most important years in Ellingtons
development. The recordings of that period show a very unique
style compaired to other popular jazz musicians of this time. Much
earlier in 1931 Ellington had begun to write longer compositions
like the "Creole Rhapsody". In 1935 he created "Reminicing In
Tempo". This piece was with more than twelfe minutes to long for a
normal 78 record and it was released on two shellacs as an album.

All in all ideas like this were not comercially successful. This had
one reason in the short playtime of a 78 rpm record. But Ellington
was still very successful on stage and also his records sold well.
Ellingtons orchestra survived the end of the jazz era in the fourties
and he could continue his career until he died on May 24, 1974 in
New York City.




Details about the original records used for this compilation:

This compilation was made with the kind permission of the EARL OKIN ARCHIVE, London. All following details are taken from the

original labels on each record. Exact recording dates were researched by Earl Okin and Marcus A. Woelfle

YELLOW DOG BLUES

(Handy )

DUKE ELLINTON and his Orchestra
Catalogue No.: Brunswick A 81728
Matrix: 3987 A

Recorded: 05.06.1928 - New York

TISHOMINGO BLUES

( Spencer Williams )

DUKE ELLINGTON & HIS ORCH.
Catalogue No: Brunswick 02503 - A
Matrix on Label: Be 11728
Recorded: 05.06.1928 - New York

LOUISIANA

( Razaf - Schafer - Johnson )

DUKE ELLINGTON and his Orchestra
Catalogue No: Brunswick A 81728
Matrix: 4110 A

Recorded: 17.10.1928

DOG BOTTOM

(Webb )

THE JUNGLE BAND ( Pscudonym )
Catalogue No: Brunswick 01235 B
Matrix: 4430 A

Recorded: -

THE MOOCHE

( Ellington - Mills )

DUKE ELLINGTON and his Cotton Club Orchestra
Catalogue No: Brunswick A 8064

Matrix: 4122 A ( mechan. copt 1929 )

Recorded: 17.10.1928 - New York

TIGER RAG Part 1

(La Rocea )

DUKE ELLINGTON AND HIS FAMOUS ORCHESTRA
Catalogue No: Brunswick 1338 - A

Matrix: E 28940 A

Recorded: 08.01.1929 - New York

TIGER RAG Part 2

(La Rocea )

DUKE INGTON AND HIS FAMOUS ORCH
Cataloguc No: Brunswick 1338 - B

Matrix: E 28941 A

Recorded: 08.01.1929 - New York

THE DICTY GLIDE

( Duke EI )

DUKE ELLINGTON and His Cotton Club Orchestra
Catalogue No: Victor V - 38053 - B

Matrix: V - 38053 - B

Recorded: 1929

HARMONY IN HARLEM

( Ellington - Mills - Hodges )

DUKE ELLINGTON AND HIS FAMOUS ORCF
Catalogue No: Parlophone R. 3191

Matrix: M 650 -2

Recorded: 20.09.1937 - New York

BLUE TUNE

( Ellington )

DUKE ELLINGTON and His Famous Orchestra
Catalogue No: Brunswick A 9248

Matrix: 6288 B

Recorded: 04.02.1932 - New York

RENT PARTY BLUES

( Ellington )

DUKE ELLIN ON AND HIS ORCH
Catalogue No: Brunswick 02365 - A
Matrix: 4345 A

Recorded: 01.03.1929 - New York




DOING THE VOOM VOOM

( Miley - Ellington )

DUKE ELLINGTON AND HIS ORCHESTRA
Catalogue No: Brunswick 02365- B

Matrix: 4345 B

Aufnahmedatum: 08.01.1929 - NewYork

( Otto Make That ) RIFF STACCATO

(Si Schwartz - Milton Orent ) !
DUKE ELLINGTON and his Famous Orchestra |
Catalogue No: Victor 20 - 1697 - A

Matrix: 20 - 1967 -A

Recorded: -

I'M BEGINNING TO SEE THE LIGHT

(James - Ellington - Hodges - George )

DUKE ELLINGTON AND HIS FAMOUS ORCHESTRA ( Vocalist: Joya Sherrill )
Catalogue No: s Masters Voice B.9427

Matrix: D4 - VB - 454

Recorded: 1945

MOOD TO BE WOOED

( Johnny Hodges - Duke Ellington )

DUKE ELLINGTON and his Famous Orchestra Featuring Johnny Hodges on the Saxophone
Catalogue No: Victor 20 - 1670 - B

Matrix: 20 - 1670 - B

Recorded: -

DO NOTHIN' TILL YOU HEAR FROM ME

( Duke Ellington )

DUKE ELLINGTON and his Famous Orchestra Trumpet Solo by Cootie Williams
Catalogue No: Victor 20 - 1547 - A

Matrix: 20 - 1547 - A

Recorded: -

Tear Coltoctor

This compact disc contains recordings which were dubbed exclusively
from 78 rpm gramophone records. To preserve their unique sound, no
digital restoration procedures were employed. The sound of the needle
in the groove was an integral part of the technology of the shellac era.
The wear caused by overplaying the records with steel needles is
irreversible. The transfer onto this Compact Disc was effected by using
the MAGNASONIC DISC TRANSFER system. This system was
originally developed for the preservation of sound archives. It re-
presents the highest state of the art techniques for transferring the
authentic sound of the original records onto modern media and is the
result of a government funded project for research into recording and
playback technology back in the early days of the soundrecording era.
This process results in a very vivid sound with fascinating aesthetics.
In relation to the actual age of the recordings, the sound quality is
astonishing. We can assure the listener that for the first time in decades
he can hear the records as they were heard when first released.

The ability to save sound and its mass production on record for
posterity proved to be a milestone in the history of mankind, only
comparable to the development of photography and cinematography.
These technologies changed our perception of the world and enabled




future generations to attain a picture of years gone by. In the field of
photography and cinematography, a lot of effort has been put into
preserving precious archives. Now we are able to do the same for our
recorded legacy. The fact that 60 out of 100 years of recording history
were stored on shellac records makes it imperative that we now
authentically save as much as possible on new media before it will all be
lost. This would be a tragedy, especially when one considers the wide
range of musical development throughout the 20th century. Never
before was there such a constantly changing musical environment.
Many historic recordings will fascinate today “s listeners. Re-releases
are often obtained by using the wrong equipment and by simply
attempting to modernize the original sound. This is why we took a
different approach and began with research into early sound technology.
From 1897 to 1925, sound recordings were made acoustically through a
horn and with an engraving needle directly onto a wax matrix.
Recordings from this era have a specific range of frequencies which can
never be perfectly reproduced by electric pick-ups. In the early 1920s,
experiments with radio led to the development of microphones and
valve amplifiers and subsequently this technology was adapted for the
recording studio. In the early years of electrical recordings, a great deal
of importance was placed on the fact that these recordings could be
played back on acoustic gramophones, which remained in use until the
1950s. Although electromagnetic pick-ups were available since the late
20s, their price as well as the necessity of acquiring an amplifier and
speaker put them out of reach for most listeners. However, with the

increasing popularity of radio, electromagnetic pick-up attachments
became more and more common.

The innovation of the early 40s was the lightweight cartridge, which
replaced the steel needle with a sapphire stylus. Crystal pick-ups such
as these became popular after World War II. They were inexpensive to
produce, gave acceptable results, and did away with the necessity of
changing the needle after each record side. Also, the records didn "t
wear out as quickly. However, the earlier crystal systems provided a
rather poor reproduction quality.

In 1948, 33 rpm and 45 rpm records pressed in vinylite appeared on the
market. Their groove was more shallow and narrower which meant that
the movement of the stylus in the groove was likewise much smaller.
Cartridges now required two styli one for the regular 78 rpm groove
and the other for the new microgroove. The compromise was that the
inner mechanism of these cartridges was really only suitable for the new
records. It was far too sensitive for playing the old 78s and it resulted in
distortions. The shellac era ended in Europe and North America ten
years after the arrival of the microgroove. This period coincided with
the rise of the transistor amplifier which is now ubiquitous.

To this day, the valve amplifier still produces a much more natural and
warmer sound.

Until the late 40s, all records were cut directly onto the matrix. Reel to
reel tape machines were not introduced into the recording process until
the 50s. That means except for the pressing-matrix, the shellac record is
considered to be the original.




The first 33 rpm re-issues of the 78s were made by playing the original
records on inappropriate equipment, then transferring the signal onto a
reel to reel tape and finally onto a new LP-matrix. Each stage added more
distortion and deviated more and more from the original sound. This
finally culminated in the early attempts to remove the typical 78 hiss by
using a filtering system or by adding artificial stereo and thus completing
the ruination.

The development of digital technology provided us with a second chance to
save our 78 rpm heritage. Even though we are dealing with the problem of
age - the shellac records are now 50 years older - this could be our last
chance. In addition to the age problem we are also dealing with a time
factor. It is almost impossible to find Pre-World War II playing equipment
in good condition. The problem of an authentic transfer of 78s has become
a real challenge, since modern playback equipment cannot be used.
Moreover, the usual transfer technology automatically attempts to add
frequencies not present in the original groove which results in distortions
known as artifacts. In the 30s, the inner mechanics of the recorder head
and the play back pick-up matched perfectly. During the course of the
years gone by, the set up of play back equipment has become more and
more different. Original pick-ups, if available, are almost always found in a
state of complete degeneration; the rubber mounts have hardened, the
copper wire spools are oxidized and the plastic has become so brittle that
the entire apparatus falls apart when the pick-up is opened. The material of
the original valve amplifiers has also aged so that they are no longer

capable of producing the original sound and deviate from the original

capacity by as much as 30%. All of the components such as valves,
capacitors and wiring must be checked and/or replaced. The use of a
transistor amplifier is absolutely unsuitable and results in a inappropriate
sound. Based on studies of historic patent literature we have reconstructed
a pick-up system which enables us to recapture the authentic sound of the
78 rpm records. The materials used are even better than the original
material (for instance gold wiring replacing the copper wiring). The
turntable is rumble free and the original recording is free of noisecs except
for the sound of the needle in the groove and distortions due to the wear of
the record.
For amplification we use a select and fully restored high quality valve
amplifier. Original equalization distortions have been reversed by using
authentic parameters. The resulting signal has been digitized by means of
a 24 BIT /96 KHZ high definition analogue digital converter.
By combining a historic pick-up mechanism with the most progressive
digital technology it is now possible to transfer shellac records to compact
discs with a perfection considered to be impossible until now.
Unfortunately, only 20% of the surviving 78s are in sufficiently good
condition to be re-released. Nevertheless, we occasionally use slightly worn
copies if their historic value justifies it. We conduct continuous searches for
records in public archives and private collections in order to add them to
our assortment. These records are not only important for all of the above
mentioned reasons, but also because they provide th e modern day listener
with hours of pleasure.

Robert M.Laue




Duke Ellington

"Duke" Edward Kennedy Ellington wurde am 29.04.1899 in
Washington DC geboren. Er enstammte einer Familie der "farbigen"
Oberschicht. Sein Vater war Butler im "Weissen Haus". So war es
nicht ungewohnlich, daf der Sohn eine sehr gute Ausbildung
erhielt, die auch Klavierunterricht, den der Junge ab dem sechsten
Lebensjahr erhielt, umfasste. Durch das Horen von Grammophon-
aufnahmen begeisterte der Junge sich schon friih fiir den Ragtime
einem Vorldufer des Jazz. Die erste Komposition aus der Feder
Ellingtons stammt aus dem Jahre 1915, der "Soda Fountain Rag".
Drei Jahre spiter hatte Ellington seinen ersten 6ffentlichen Auftritt
im Washingtoner "Poodle Dog Café". Im Alter von einundzwanzig
Jahren ging Ellington nach New York City und spielte dort unter
Wilbur Sweatman. Schon kurz darauf kehrte Ellington 1922 vor-
ibergehend nach Washington zuriick um ein Jahr spiter erneut nach
New York zu gehen.Dort trat er mit Freunden im "Barron Wilkins
Club" auf und verdiente seinen Lebensunterhalt mehr schlecht als
recht Kurz darauf griindete er seine erste Band die "Washington-
ians" die im "Hollywood" auftrat das spiter unter dem Namen
"Kentucky Club" populdr wurde. Dort spielet die Band bis in das
Jahr 1927.

Die ersten Schallplattenaufnahmen Ellingtons entstanden im Jahre
1925 unter verschiedenene Bandnamen so "Duke Ellington and His

Kentucky Club Orchestra” oder "Duke Ellington and His Washing-
tonians". Am 4. Dezember 1927 erhielt die Band ein Engagement im
legendaren "Cotton Clun". Dieser Club war im ersten Stockwerk
eines Gebdudes in der Lenox Avenue naher derl42 Strafie unterge-
bracht. und geradezu unverschimt luxoriés. Von dort aus wurden
regelmafig Radiosendungen iibertragen die eine Garantie fiir den
Erfolg der damaligen Zeit waren. Im Jahre 1928 nahm Ellington mit
wechselnden Besetzungen iiber dreissig verschiedene Schallplatten-
seiten auf. Innerhalb der nachsten Jahre entwickelte er seinen
typischen Stil der unter der Bezeichnung "Jungle Style" bekannt
wurde.

Durch seine Schallplattenaufnahmen und Rundfunksendungen aus
dem "Cotton Club" erreichte Duke Ellington schon bald eine grofie
Popularitét diese hielt bis mitte der dreissiger Jahre an. Das Enga-
gement im "Cotton Club" hatte 1931 geendet. Zu dieser Zeit begann
sich der Swing und der Big Band Jazz zu etablieren und so blieb es
nicht aus, daff die Band Ellingtons sich ende der dreissiger Jahre in
einer Krise befand. Ellington dnderte jedoch seinen Stil nicht, auch
wenn Elemente der neuen Jazzformen in seinen Kompositionen
einflossen. In dieser Zeit nahm Ellington fiir verschiedene Labels
Schallplatten auf, wihrend frithere Aufnahmen fast ausschliefilich
fir BRUNSWICK enstanden waren. Die folgenden Jahre 1939 bis
1942 gelten insgesamt als Ellingtons erfolgreichste, die Aufnahmen
aus dieser zeit zeigen, daf sich seine Interpretation des Jazz sehr
von der seiner zeitgenossischen Kollegen abhebt. Bereits im Jahre




1931 hatte Ellington damit begonnen grossere Werke zu komponie-
ren so die "Creole Rhapsody". 1935 hatte er das Werk "Reminscing In
Tempo" geschrieben, das wegen seiner Linge von mehr als zwolf
Minuten auf zwei Schallplatten erschien. Insgesamt waren diese
Versuche jedoch kommerziell wenig erfolgreich, was sicher auch in
der relativ kurzen Spielzeit eine Schellackplatte an sich begriindet
war. Das Horen sogenannter Alben die aus mehreren Schellack-
platten bestanden war allgemein nicht sehr verbreitet. Ellingtons
Band iiberlebte in den folgenden Jahren den Niedergang des Jazz
und existierte mit wechselnden Besetzungen bis zum Tode
Ellingtons am 24.05.1974 in New York City.
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Die auf dieser Compact Disc enthaltenen Tonaufnahmen wurden
ausschliefilich direkt von Grammophonplatten iibertragen. Um deren
Klangbild erhalten zu konnen, wurde auf eine nachtrigliche Bearbei-
tung mit moderner Technologie bewuft verzichtet.

Laufgerdusche der Nadel in der Tonrille, wie sie bei Schellackplatten
immer auftraten sind ein Bestandtteil der damaligen Technik. Der
Verschleil der Tontridger durch oftmaliges Abspielen ist un umkehrbar.
Bei der Uberspielung der Originaltontriger kam das MAGNASONIC
DISC TRANSFER Verfahren zur Anwendung. Es wurde entwickelt um
historische Tonaufnahmen authentisch auf moderne Speichermedien
iibertragen zu konnen und ist das Ergebnis eines Forschungsprojektes
iiber Technologien zur Aufzeichnung und Wiedergabe von Musik
wihrend der Frithzeit der Schallplatte. Mit diesem Verfahren iiber-
tragene Aufnahmen weisen ein sehr differenziertes Klangspektrum auf,
von dessen eigener Asthetik eine ungeheure Faszination ausgeht.

In Relation zu ihrem erheblichen Alter klingen die Schallplatten
erstaunlich brilliant.

Wir konnen versichern, dal diese Aufnahmen seit sehr langer Zeit
erstmals wieder unverfilscht hérbar sind!







