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Dulke Ellington
The Afro Burasian Eclipse

Side 1

1. Chinoiserie 1y

2. Didjeridoo (3,37)

3. Afrique (5.2

4. Acht 0'Clock Rock (104

Side 2

1. Gong (i)
2, Tang (4s)

3. True 0y
4

Hard Way (4,09

Composed by Duke Ellington
(Tempo Music-ASCAP)

Duke Ellington-piano
Cootie Williams, Money Johnson,

Mercer Ellington, Eddie Preston—trumpets
Booty Wood, Malcolm Taylor
Chuck Connors—bass trombone

trombones

Russell Procope—alto sax, clarinet
Norris Turney—alto sax, clarinet, flute
Paul Gonsalves, Harold Ashby
Harry Carncy—baritone sax

tenor saxes

Joe Benjamin-—bass
Rufus Jones—drums

Recording engineer—Roger Rhodes

(Recorded February 17, 1971, at National Recording
Studio, New Vork,)

Remix engineer—Jim Stern

(Remixed 1975 at Vantasy Studios, erkeley, under
the supervision of Mereer llington.)

Art direction—Phil Carroll
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During the last decade of his life, Duke Ellington traveled
abroad more extensively than ever before, He was not a
sightscer in the normal sense of the word, and he did not go
out of his way 10 view historic huildings or gorgeous
scenery, because he just didn'c have the time, But he did
have an extraordinary gift for sensing the character of
nations, the atmosphere of cities, the peculiarities of people,
the differences of landscapes, and the tempos of living
while more or less, one might say, on the run, The impres
sions he derived from his observations—and despite those
tired, half-closed cyes, he was every bit as great an observer
as he was @ listener—were translated into music in his
own fashion,

He was not concerned with autbentic reproductions of

the music he heard in foreign countries, e told how he felt
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about that after he came hack from Tndia 1 don't want
to copy this thythm or that seale, 1¢'s more valuable t have
absorbed while there, You let it roll around, wndergo a
chemical ehange, and then seep out on paper o i form
that will suit the musielans who are going 10 play it
he Afra-Furasion Kielipse s explained In the witty
speech that Introduces this album and "Chinolserle, 1 is
a speech that Ellingon ot only enjoyed delivering, hut
delivered with consummate skill, Awdiences enjoyed it oo,
but were never quite sure at first whether they were heing
put on or upstaged, Probably notone pesor in a thousand
Kinew what a didjeridoo was, hut there was always lughier
when he referred o thls instrument of the Austealinn al
orlgines. 10 sounded funny, Could it possibly be risqué?
Then his remarks about Down Under and Out Back gave
them clues to the context
A lenhy section of his book, Music s My Mistress
(Doubleday), amplifies the explanation given in the speech
Beginning with his “Notes on the State Department Tour
1963, there is a series of what some superior souly dis
missed s “travelogues,” When the recorded musie of this
pertod ix eventually all refeased and studied, these notes and
Journals may, as Ellington antieipated, become more valu
able o listeners, The Journeys and experiences they describie
relate o the musie, and aecount for much of i color,
character, and inspiration, Marshall Mctuhan’s theary about
the world ol orlental certainly intrigued Ellington, be
cause I confirmed some of his own impressions, More
important, festmulated him o interpret them in music
“Chinoiserie,” the opening selection of this eight-part
sulte, flaunts its Afro-Eurisian parentage immediately, Quite
from the mock

Bluc:

nualisms of standard wnes like

and “Japanese Sandiman,” Fletcher
Venderson had recorded “Shanghal Shuffle™ in 1924, and
Ellingon his own “Japanese Dream™ in 1929, So the play
ful application of Asian to the African and Furopean ingre
dients in Jazz is therefore not without precedent, but it by

probably never before heen done so effectively, “Chinoiser

fe,”" in fact, was the only section of thix suite that was

regularly performed publicly, always with enthusiasm
always to an excited reaction, Rhythmically, it rewrned to
a world Ellington knew very well, (hat of specialist dancers
shake, exotic, and tap-for one of whom e had originally
designed another masterpicee, “Rockin’ in Rhythin," Once
the piano player, the two altos, and the ensemble have set
the seene, Harold Ashby enters swinging on tenor. e pro
ceeds 10 porteay=or accompuny?—an imagined daneer,
agile and uninhibited. When he had finished this version,
Harry Carney made an adn
“OI Ash
“Yeah, he's ready for the show now,” Paul Gonsalves
wded
“Didjeridoo

W, comment

currying on there

derives from an Australian tour where
Ellington met and was much impressed by the aborigines,
not to mention the robust tones of the lang, massive horn
they called a didjeridoo, The number this inspired very
properly became a feature for Harry Carney’s baritone
saxophone, which in his hands possessed some of the same
qualities,

is a picture of drum country. Drum solos
have become obligatory at most jazz concerts, and the
squares in the audience eat them up whether good or bad.

Usunlly, they are rather empty displays of virwosity, but
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the other musichns ke them because they can leave (he
stage for a smoke or 0 aste while the drummer gets his
excrcise, Rufus Jones, also known s “Speedy,” was at his
best i “African, Jungle, and oriental picees” according 1o
his leader, who designed this colorful framework for his
considerable prowess.
“ACL O'Clack Rock”

another geographical shift, as
nemporary
idioms leap frontiers, Whether (¢ was elght o'clock in
Germany, Austria, or Switzerland was not determined, but
the point s the allpervasiveness of rock, Besides the
planist, the number originally featured Johnny Hodges and
Cat Anderson, but by the time it became a corporate part
o this sulte the sololsts were Tarold Ashby and Norris
Turney

“Gong" was merely @ working title and not intended
an the permanent name of the composition that opens the
second side, By 1971, Ellington was in the habit o
originally giving all his new works fourdetter code-titles

Thus “Chinoiserie” was “Sehn

" on the parts, and “Didjeri
doo™ was “Did)." What “Gong" (and “Tang” and “True
might have became had the composer lived will of course
never he known, 5o It seems best o continue 1o abide by
the code, As it happens, “Gong" is appropriate enough
The session had begun with a request from Ellington in the
widio to engineer Roger Rhodes in the control room

“Have you got a gong here, Royer?
u et one?"!

A telephone call Tater, Rhodes was heard from agg
announcing that 4 nearby instrument rental service was
sending u selection of gongs

“Good e shall he

The Chinese gongs were eventually dubbed

wble to kick the gong around!™
v afterwards,
wnd after o good deal of competitive sparring, Ellingron
insisted on striking the big, Ranksize gong himself, while
Rufus Jones was allowed o beat a smaller model. To
wsuage Cootie Williams's disappointment, he was entrusted
with the gong at the end of the nexc number, 1tis interest
ing 10 note how the members of the reed section are
deployed on “Gong." Var example, after the passaes for
flute and clarinet, the two tenors answer Carney's baritone,
“Truc’” perhaps marries something of Australia's “Waltz-
ing Matilda” to gospel time, with Paul Gonsalves demon,
strating how such music can or should be swung, This was
nd ke, Everyone had appeared well satisfied with
first, until Ellington's voice came over the studio
speakers “Ash says Paul can play better than thatl” So he

could, and did

“Hard Way" is for Norris Turney on alto saxophone.
During the time he and Johnny Hodges were together in
the band, 0 bond of mutual respect and admiration grew
ibsequent playing revealed the
influence of Hodges more strongly than before, as in this
cvocative performance, which incidentally shows how
beneficially identities may sometimes merge. Who, as
Ellington asks at the beginning, is enjoying the shadow

Stanley Dance
author of The World of Swing
(Charles Scribner's Sons)




