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Produced by Teo

Side One

H'YA SUE (Ellington) HCO 2531

Personnel: Duke Ellington, plano; Shelton Hemphill

Francls Willlams, Harold Baker, Ray Nance, Dud

Bascomb, trumpets; Lawrence Brown, Claude Jones,

Tyree Glenn, trombones; Russell Procope, Johnny
Jimmy Hamilton ars, Harry Carney

1 Guy, guitar; Oscar "Pettlford, b
er, drums.
Recorded: Hollywood, 14 August, 1947
LADY OF TNE L/\V[ND[’R MI9| (Ellington) HCO 25
and 1

RL‘COV(".‘("||A¥H\\\uml‘ ll ‘\u,;u t, 1947

WOMEN (THEY'LL GET YOU)

(Latouche, Ellington) HCO 2533

Personnel: So Side 1, band 1, Ray Nance

vocal,

Recorded: Hollywood, 14 August, 1947

GOLDEN CRESS (Ellington) HCO 2507

Personnel: Same as Side 1, band 1

Recorded: Hollywood, 1 September, 194

IT'S MAD, MAD, MAD! (Higginbotham, Shaw)

1, band 1. Dolores Parker
Recorded: Hollywood, 1 October, 1947

YOU GOTTA CRAWL BEFORE YOU WALK (Tormé,
Wells, Fotin, Ellington) HCO 2664

Personnel: Same as Side 1, b.

vocal
Recorded: Hollywood, 1 October, 1947

Side Two
KITTV(BHM Weinstein) HCO 2666

¥ 5 Side 1, band 1. Ray Nance,
Recorded: Hollywood, 2 October, 1947
BROWN PENNY (Latouche, Ellington) HCO 2667
Personnel: Same Side 1, b Hui 1 except [\\H\
Strayhorn, plano, take 5 place, Kay D:

)ctober, 1947,
MAYBE | SHOULDCHI\NGE MY WAYS (Latouche,
Ellington) |
Personnel: Same as ¢ w-l band 1 except Harold
u(‘m\l Bllly Strayhorn, plano, takes

place, and Ray’ Nm e mw violin.

follywood, 6 October, 194
Boocltaopmucsqtu.ngmn)nu, 76

ame je 1,k

Recorded: Hm\l,rwwul 6 October, 1947
STOMP, LOOK AND LISTEN (Ellington) €O 38371
Side 1, band 1. Wilbur DeParls,

, 10 November, 1947

Sldo Three
AIR CONDITIONED JUNGLE (Ellington, Hamilton)
€0 3837

Personnel: Same as Sido 1, band 1
trombone, addec

Recorded: New York, 10 November, 1947

THREE CENT STOMP (Ellington) CO 38373
Personnel: Same as Side 1, band 1, Wilbur DeParls
trombone, added.

Recorded: New York, 10 Novomber, 1947
PROGRESSIVE GAVOTTE (Strayhorn) €O 36374
Personnel: Same as Side 1, band 1, Wilbur DeParl
trombone, added

Recorded: New York, 11 November, 1947

TAKE LOVE I/\‘uV(l.»\uulhA' Ellington) CO 38386
Personnel: Samo as Side 1, band 1. Dolores Parker
ocal

Recorded: New York, 14 November, 1947

ICAN'T BELIEVE THAT YOU'RE N LOVE WITH ME
(Gaskill, McHugh, Mills) 038367

Personnel: Same as Side 1, band 1

Recorded: New York, 14 November, 1947

HOW HIGH THE MOON (Lewis, Hamilton) O 38
Personnel: Same as Side 1, band 1

Recorded: New York, 14 November, 1947

ir DeParl

Side Four

SINGIN' IN THE RAIN (Freed, Brown) CO 3
Personnel: Same as Side 1, band 1

Recorded: New York, 14 November, 1947

DON'T GET AROUND MUCH ANYMORE (Ellington,
Russell) CO 38308

Personnel: Same as Side 1, band 1. Al Hibbler, vocal
Recorded: New York, 20 November, 1947
1COULD GET A MAN (Hee, Cottrell, Ellington)

€0 38591

Personnel: Same as Side 1, band 1, except Al Killlan,
trumpet, replaces Dud Bascomb; Junior Raglin,
bass, added; Dolores Parker, vocal.

Recorded: New York, 22 December, 1947

ON A TURQUOISE CLOUD (Brown, Ellington)
C0 38592

lano; Ray Nance
Glenn, trombones;
1o s
phone; Harry Carney,
clarinet; Oscar Petford, junior R 1glin, ba
aylsiVocal

Recorded: New York, 22 December, 1947

The selections are ASCAP.

This album
Engineering

scendancy of Duke Ellington between 19:
and 1940 was previously documented in two Colum
sets entitled The Elfington Era, Volumes | and Il

(C31-27 and C3L-39). They showed how, In a perlod
dominated by big bands, Ellington constantly rose
1bove H‘ compelition, surviving challenges from
notably—tt y Fletcher Henderson, Don
t Ba!

drummer, once
ys with Justifiable pride

Jater, the mu

( nd by no me

{or, Ellinglon had exparler ) CoUf
ord labels before refurning to Columbla, W
Il had meanwhile dealt heavy blows to the emplre of
the big bands, Star sidemen had been drafted, Fuel
had m riation an Intolerable

ing bans had resulte
)t th
T
f

) m, and one by or
n {0 break up and dissolve, Ellington, hov
held on course irce and determination:
thougt than he
had been a he continued t
lead a remarkab w, taler
musician
This collection of recording
e months of 1947, mirrors the times
demonstrate unlque self-suffic
lington world. In Its own Individual manner,
could not entirely escape them, It acknowi
without bowing {o them obsequio
r example, were recorde
serving as a
ny gre:

i to w]‘ past
j and experlenced group of
n the last

perhaps with an eye to a juke-box hit
[ifesaver for the band, but none caused
tir, and in the end the c
material proved far more i ‘,w\ nt m.mh
The battle of recording s
confusion. The long-playlr
production, and some of included here
ly od on seven-inch 33 r.p.m. single
le but unavalling alternative to
nd Although  Ellington’
(recorded in December, 1947) m
¢ most appropriate to its nature
eing made In conformi
e-minute lengths Inherite }from nd Juke
ause the emphasls on LPs rapidly Increased,
and because public nterest did i », many of the
cted In this and succeeding
at the time and remained relativ
unfamiliar to the next  generation
3. before

fhe Intention behind this
gather up all the s/
fumbia by Ellington from
s, which are not currently av and to pr
them so far as possible In chronological order

Sue," is the kind of blues Instru
iced for hip ball

ener, “H'Ya
mental that Ellington regularly pro




room dancers, It s all ease and a 1 good
Of the Old Guard of the
Johnny Hodge

wn are In position
like Ray Nance, Harold “Shorty
Procope and Jimmy Hamilton, wh
to become Indelibly associated with Ellington’
1150 on hand, along with notable st like T
Glenn and Dud Ba rmidable
Oscar Pettiford, as fine a substitute for the still
lamented Jimmy Blanton as the leader ever found
Together, they swing, th ment enframing a
dialogue’ between Glenn's plunger trombone and
familton's ten and a chorus from the
peerless John imple but effective
brass chanting t
become

omb. On bass Is the f

jer Mist” offer
ant by "varlety of material.
describes the mood very well=dlaphanous,
wistfully romantic, somewhat mysterlous, The cli
ate to the talents of Jimmy Hamllton
clarinet) and Lawrence Brown, who depict dif
ferent aspects of the elusive beauty In thelr solo
statements
men (They'll Get You)” s th
Ellington collaboratior with lyr
5 whom more anon, | )
knowledge of what was |y Hw in
ing males. Ray Nance Is entrust
the alarm on first choru
much humor The olght
trumpet following iges’ lithe solo are by
Dud Bascomb, a mu: underrated by
the public, but never by his professional colleagues
The background behind him is again noteworthy
Golden Cress” s a feature for Lawrence Brown, at
first in his languorous ballad vein, and then phrasing
th romantc ardor as the tempo doubles and the
ensemble surges beneath him, The title derives from
the fact that In 1947 Cress Courtney was E Hmphm 3
personal manager, as he was more than a quarter
of acentury later
The next three songs
worthy of the band,

\ny Greer i

e first here of four

may be regarded as un
but the performances are of
interest as showing treatment by Ellington and
his musiclans could enhance indifferent material
I's Mad, Mad, Mad!" is sung by Dolores Parker,
whose diction, articulation and smooth vocal qualit
all recall a period when soft, seductive voices were
esteemed in ladies rather more than the harsh
abrasive kind. If the promise of the introduction and
first chorus Is not altogether fulfilled, the sound of
the muted brass and the leader’s piano are recurring
pleasures throughout
Ray Nance copes dutifully with the lyrics on “You
Gotta Crawl Before You Walk,” which is fntroduced t
plano and bass. Tyree Glenn states the theme with
his distinctive va,w tone and phraseology, and
then Hodges takes over. Bascomb, Baker and Car
ney are heard briefly Before. the <inger makes hi
pearance. The lyrics of “Kitty” are no bar
her, and once again Ra is thru ‘( ml"
Yhe wrul\ breach. To echo Tennyson, ou
reason why" Ellington recorde J material of hi Kina

but perhaps the survival and needs of bouncing

hould be born
nd particularly

businessmen n mind, Baker, Ba:
Hodges, Justify our conf
in them and are not for a moment dismayed

1 Penny,” sung by Kay Davis, is another col
laboration with Iyricist John Latouche, In his book
M (Doubleday), Ellington wrote
1 the production of Beggar

Is My Mistre
about thelr a

y, a musical ba
The cast and even the production team wero
and Ellington recognlzed that In 1947 the
was not really ready f
venty-elght pleces of v
‘ h were ultimately used. Bllly
the theatre orchestrations and is the planist on both
own_Penny” and “Maybe | Should Change M
1ys.” The latter was one of the show's big number
ind I th rence [
it become
violin
"Boogle Bop Blue
tirical bow
at that time wa:
Russell Procope

Ray Nance's

wing Las
virtually howcase for
opens with a humorous and
in the direction of be-bof
proving highly contaglous
2y man for all seasons (he also In.
herited the role of New Orleans clarinetist from Bar
r Bigard), makes like a disciple of Charlie Parker
before the band loose and gets ¢ to
tralght-ahead blues. There are a brief comment
from Bascomb, elght bars from Hamilton, a duo
chorus by the plano player and Pettiford, and a
chorus each from Nance and Glenn. Bopper Procope
returns to take It out. Boogle? Not much
sultry Serenade” returns to the relaxed tempo
and swinging values of an earller era, Johnny Hodges
establishes the mood in the Introduction, and returns
with spirit In the last chorus. In between
Glenn demonstrates why Ellingtor W
him In such high regard. The two chy on
he is featured offer an excellent example of his t
and abllity. The backgrounds and the formidable
Pettiford's foundation also deserve close ‘\Hru\um
The bolsterous "Stomp, Look and Lister
titled. It evokes a stirring picture of a big “swi
band  In full cry. In'one of yesterday's dancehalls
M‘ T b and Sonny Greer—wk as
except by knowle
ebster—bears down here to
Baker and Ray Nance dialogue in
Hamilton and L
nd Ray Nance returns for the

given
ab w \m,‘ like
ffect, Shorty
ond chorus; Jimm
Brown split the third:
fourth and the finale:
“Alr Conditioned
case for

m-u

Jungle
Jimmy Hamilton's
clarinet, Again the title is apt

ferent from the hot, steaming kind full of
animals—especlally dangerous cats—that Ellington
formerly liked to create.

Three Cent Stomp” Is another band number of
honorable line Itis not hard to trace an immed
Where the preceding performance
) \ R oncertnalitaud
ence, this w
in mind
1émodé, bot un and vert
aditodo with movement of W
called “the pedal extremities

hin ncingly chorus by choru
ng his great affe

tion for Jimmy Blanton.
imperlou:
William
Progre
horn at a time
lar adjective ning wa
food anything new or mumw
nsidered progressive, such as ever blgger and
automobile_engines 1o ravish
yhorn never made mistake
avotle fresh, graceful
! prominent particlpants being
Hamilton, arney, Bakor arid Hodges
Take Love € Is another good one from Beg

Oscar Pettiford. The clear

high-note trumpet passage Is by Francls

ive Gavotte'" wa: y m\, tray
progre
when its_me

way Johnny

arker does very well In the
nd. Ray Nance suggests the torments as well a
the plaasure ve on cornet, and Hodges returns
) master to have the final say, An
other mat vised this unostentat|
performance perfect tempo, Better than
any other Jazz arranger, he always understood the
virtue of understatement
n the following three standards, sequences o
ts are displayed In rather Informal settings ap
ate to Jamm(ng, On “| Can't Belleve That You're
[ are Ellington, Carney, Baker
f four-bar exchanges), Hamilton
)n “How High the Moon,” they
Baker, Hamilton, Glenn, Greer, ¢
Carney, And on "“Singin' In V‘H‘ Rain
Hodges, Nance, Brown and Carney
"Bon't Gat Around Much Anymore” s sung by Al
Hibbler, but this version is primarily included for the
splendid playing of Hodges and Nance
Man'"Is also a vocal iter. and I retrospect Dolores
Parker_seems to have been rather under-apprec
ated. The performance underlines Ellington |
in arranglng for singers, again contrasts the s
Baker and Nance in the first chorus, and adds elght
soaring bars from Hodges.
On a Turquolse Cloud" Is an exquisite vehicle for
wordless vocalizing by Kay [ Fashioned
help of Lawrence Brown, It continues a tradition El
lington originated In the "20s, Until Alice Babs
sther wonder came Into the world of Duke
Ellington man few Imagined that Kay
uld ever have serlous competition in thi
This. performance. nevertheless remains a
th because of the singing
made of Hamilton's clarinet
clarinet and Nance's violin In the
paniment. Brown's sensitive, muted trombone also
makes a valuable contribution
When Duke Ellington died on 24 May, 1974, he left
behind an extraordinarily rich legacy of T
Others will Interpret and relnterpret it In the
come, but none with the authority
ter that he and his band gave I, f
will remain the greatest of hi

Ellington
they

many gifts to
STANLEY DANCE

of Duke Ellington(Scribner
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