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Diminuendo g0 Blue and B'?W by Blow (Edward Kennedy “Duke” Elington) Kinda Dukish and Rockin’ in Rhythm (Duke Eliagion/Duke Elington—Harry Howell Carney)

Caravan (Duke Elington-Juan Tiol) Things Ain’t What They Used to Be

Rose of the Rio Grande (Ross Gormon-Harry Warren, b. Salvatore Guaragna-Edgar Leslie)
[ Cat Anderson, Mercer Ellington, Herbic Jc
: ; Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trr
Tutti for Cootie (Duke Elington Hamilton) Johnny Hodges (as); Russell Procope 1); Jimmy ‘me lton (t :

Harry Carney (bs, cl, bel); Ell ); John Lamb (b); Sam We
i Dok o b P Wl P i i) Av“‘\l\;‘lv‘:‘l]xu‘v‘n y“h“:\(d replaces (crmb) and Connors (maracas) repl
and 13: Delete Ellington (p),

d July 26, 1960

Passion Flower (Willam Thomas “8illy” Strayhon
c n, |

Things Ain’t What They Used to Be (Hercer Keanedy Ellington)
50! lingtc fod,

Wings and Things (Johany Hodges, . Comelius Hodge)

The Star-crossed Lovers (Duke Ellington-Billy Strayhorn)

Such Sweet Thunder (Duke Ellington-Billy Straghorn)

Madness in Great Ones (Duke Elington-Billy Strayhorn)
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Main Stem (Duke Ellington)
Solos: Anderson, Hodges, Anderson, Hamilton, Cooper, Gonsalves, Brown

Medley  Index |: Black and Tan Fantasy (duke Elington-fames Wesley “Bubber” Hiley)
Solos: Procope, Williams
Index 2: Creole Love Call (duke Elington)
Solos: Williams, Anderson, Procope (cl)
2x 3: The Mooche (Duke Elingion)
Solos: Procope/Hamilton, Brown, William:

West Indian Pancake (Duke Ellington)

Solos: Ellington, Gonsalves, Hamilton-Carney, Gonsalves

El Viti (aka “The Matador”) (Gerald Stanley Wilson)

Solos: Anderson, Anderson

The Opener (Duke Ellington)
Solos: Gonsalves, Cooper, Woodyard, Anderson, Woodyard, Anderson

La Plus Belle Africaine (Duke Elington)

Solos: Ellington, Hamilton, Lamb, Camey, Woodyard, Hamilton

Azure (Duke Elington-rving Hils)
Solos: Ellington, Gonsalves, Ellington, Hamiltton, Elir

¢ Ellington and His Orchestra: Cac Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tp0); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts);
ty Carney (bs, cl, hel); Ellington (p); John Lamb (b); Sam Woodyard (d)
On tracks 1, 4, and 5: Delece Ellington (p).
Recorded July 27, 1966

Mutr, No.
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Duke Ellington introduces Ella Fitzgerald

Let’s Do It ((ole Abert Porter)
Solos: Jimmy Jones, Williams

Satin Dol (Duke Elington-Bill Strayhorn-Johnny Mercer)
Solos: Williams, Jimmy Jones, Williams

Cotton Tail (Duke Ellington)

Solos: Ellington, Fitzgerald, Fitzgerald-Gonsalves

Ella Fitzgerald (voc) with Jimmy Jones's Trio: Jones (p, arr); Jim Hughare (b); Grady Tate (d)
and the Duke Ellington Orchestra: Cat Anderson, Mercer Eilington, Herbic Jones,
otie Williams (tpu); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
nny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ss, cl); Paul Gonsalves (is);

rry Carney (bs, cl, bel).
[Ellingeon docs not perform on tracks 9 and 10.]
On track 11: Ellinggon (p) replaces Jimmy Jones.
Recorded July 27, 1966

Take the “A” Train (Bily Sirayhom)
Solos: Ellington, Willams, Williams

Index 1: “a more complete version of our theme”
Index 2: 8-bar encore

Duke Ellington and His Orchestra: Cat Anderson, Mercer Ellington, Herbic Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts);
Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d).

Recorded July 27, 1966

Track 3 original-LP issue: Soul Call Verve V6-8701

Track 4 original-LP issuc: Ella and Duke at the Cite d'Azur Verve V6-4072-2

Other tracks previously unissucd.
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THREE
Take the “A” Train (Billy Strayhom)
Such Sweet Thunder (Duke Ellington-Billy Strayhorn)
Half the Fun (Duke Elington-Billy Straghor)
Madness in Great Ones (Duke Ellington-Billy Strayhorn)
The Star-crossed Lovers (Duke Elington-Billy Strayhorn)

I Got‘lt Bad and That Ain’t Good (Duke ElingtonPaul Francis Webster)
Things Ain’t What They Used to Be (Mercer Ellington)
olo: H
Wings and Things (johany Hodges)
{ lod
Kinda Dukish and Rockin’ in Rhythm (Duke Elington/Duke Elington-Harry Howell Carney)
Chelsea Bridge (Bily Srayhorn)

Skin Deep (Lovie Bellson)

Sophisticated Lady (Duke Ellington)
v Elbriaton, e
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Jam With Sam (Duke Ellington)

Gonsalves, Brown, F

Things Ain’t What They Used to Be (Hercer Ellington)

) I | Orch a: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb)
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts
Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d)

On eracks 1, 10, 11, 13, and 14: Delece Ellington (p)
July 27, 1966
11 original-LP issue: Soul Call Verve V6-8701
wiginal-CD) i ki oo d A Verve




Soul Call (Louie Bellon-Henry Belson)

West Indian Pancake (Duke Ellington)

El Viti (aka “The Matador”) — incomplete (Gerald Wilson)

The Opener (Duke Elington)
( r, W

Sol
La Plus Belle Africaine (Duke Ellington)
Solos: Hamilton, Lamb, Hamilton, Camey, Woodyard, Hamilton
Take the “A” Train (Billy Strayhor)

Williann

Solos: Ellington, Williams, Wi

Trombonio-Bustoso-Issimo (Wiliam Alonzo “Cat” Anderson)

Such Sweet Thunder (Duke Ellington-Billy Strayhorn)

Half the Fun (Doke Elington-Billy Strayhorn)
ives. Ellingt

Madness in Great Ones (Duke Ellington-Billy Strayhorn)

The Star-crossed Lovers (Duke Ellington-Billy Straghorn)
Solos: Ellington, Hodges, Hodges
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Prelude to a Kiss (Duke Elingion)

Things Ain’t What They Used to Be (Mercer Ellington)

: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts).
Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d).
On tracks 1, 3, and 4: Delete Ellingon (p).
Recorded July 28, 1966
Tracks 1 and 5 original-LP issue: Soul Call Verve V6-870
Track 7 original-LP issus £lla and Duke at the Cite d'Azur Verve V6-4072-2
Other tracks previously unissucd. Though track 5 has previously been cited to July 29
its acoustic characteristics suggest that it was performed July 28, as perhaps was

still anather version of “La Plus Belle Africanc




The OIld Circus Train Turn-around Blues (Duke Elington)
Solos: Ellington, Hodge

Duke Ellington and His Orchestra: Cat Anderson, Dud Bascomb, Mercer Ellingron,
Herbie Jones, Cootic Williams (tpt); Lawrence Brown, Buster Cooper (trmb);

Chuck Connors (b trmb); Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (s, cl)
Paul Gonsalves (ts); Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d)

Thou Swell — incomplete (Richard Charles Rodgers—Lorenz Milton Hart)

Satin Doll (Duke i s Billy \myhnm Johany Mercer)
Solos: Williams, Jimmy

Wives and Lovers (Burt Bacharach-Hal David)
Something to Live For (Billy Stayhom)

Let’s Do It (Cole Porter)
Solo: Williar
Id (voc) with Jimmy Jones's Trio: Jones (p, arr); Jim Hughart (b); Grady Tate (d);
Ellington Orchestra: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (pu); Lawrence Brown, Buster ooper (trmb); Chuck Connors (b trmb);
ny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts)
y Carney (bs, cl, bel).

Recorded July 28, 1966
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The More | See You (Harry Warren-Mack Gordon)
Goin’ Out of My Head (Teddy Randazzo-Bobby Weinstein)

S6 Dango Samba (Jazz Samba)
(Antonio Carls Brasiliero de Aimeida Jobim-—Marcus Vinicius da Cruz de Melo Moraes—Norman Gimbel)

Lullaby of Birdland (George Abert Sheaing George Weis)
How Long Has This Been Going On? (George and Ira Gershwin, b. Jacob and Israel Gershovitz)

(voc) with Jimmy Jones's Trio: Jones (p, arr); Jim Hughart (b); Grady Tate (d).
On track 9: Add Buster Cooper (claves) and Chuck Connors (maracas)
On track 10: Add possibly Cootie Williams (tpo)

Recorded July 28, 19

Mack the Knife (orig. “Moritat” from Die Drejgroschenoper)
(Kurt Weill-Berthold Brecht—Marc Blistein)

Ella Fitzgerald (voc) with Jimmy Jones’s Trio: Jones (p, arr); Jim Hughare (b); Grady Tate (d);
and the Duke Ellington Orchestra: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb)
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, c); Paul Gonsalves (ts);
Harry Carney (bs, c, bel)
[Ellington does not perform on this track
huuui..{ July 2: 966

acks | and M and Duke dte d Azur Verve V6-4072-2

mnm tracks pi fevricts dmiomed




Medley Index |: Black and Tan Fantasy (Duke Ellington-Bubber Miley)

Solos: Ellington, Procope, Williams
Index 2: Creole Love Call (Duke Ellington)

Solos: Williams, Anderson, Procope (cl)
index 3: The Mooche (Duke Ellington)

Solos: Procope/Hamifton, Brown, Williar:

Soul Call (Louie Belison—Henry Bellson)

Solos: Gonsalves, Anderson, Gonsalve

West Indian Pancake (Duke Ellington)

Solos: Ellington, Gonsalves, Hamilton-Camey, Gonsalves
El Viti (aka “The Matador") (Gerald Wisor)

Solos: Anderson, Anderson

La Plus Belle Africaine (Duke Ellington)

Solos: Ellington, Hamilton, Lamb, Carney, Woodyard, Hamilton
Such Sweet Thunder (Duke Elington-Billy Straghorn)
Solos: Ellington, William:

Half the Fun (Duke Ellington-Billy Strayhorn)

Solos: Hodges, Ellington

Madness in Great Ones (Duke Ellington-Billy Straghorn)

Solos: Ellington, Andersor

The Star-crossed Lovers (Duke Ellington-Billy Strayhor)

Solos: Ellington, Hodges, Hodge

Wings and Things (Johany Hodges)

Solo: Gonsalves, Hodges

@ Things Ain’t What They Used to Be (Hercr Elingor)

Solo: Hod

Duke Ellington and His Orchestra: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts)
Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d).

On tracks 2, 4, and 11: Delete Ellington (p)

Recorded July 29, 1966

Thou Swell (Richard Rodgers—Lorenz Hart)

with introductory quote from "Who?" (feome ker-C

Satin Doll (buke Ellington-Billy Strayhorn)
Solos: Williams, Jimmy Jones, Williams

Wives and Lovers (Burt Bacharach-Hal David)
Something to Live For (Bill Strayhom)
Let’s Do It (Cole Porter)

Ella Fitzgerald (voc) with Jimmy Jones's Trio: Jones (p, arr); Jim Hughart (b); Grady Tate (d);
and the Duke Ellington Orchestra: Cat Anderson, Mercer Ellington, Herbic Jones,

Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts);
Harry Carney (bs, cl, bel)

[Ellington does not perform on these tracks.]

Recorded July 29, 1966

All tracks previously unissued.

M. No.




Sweet Georgia Brown (Maceo Pirkard-Kenneth Casey-8en Bernie)

Ella Fitzgerald (voc) with Jimmy Jones's Trio: Jones (p, ar); Jim Hughart (b); Grady Tate (d)
and the Duke Ellington Orchestra: Cat Anderson, Mercer Ellington, Herbie Jones
Cootie Williams (ipt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b rmb);

Johnny Hc sell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (1s);

Harry Carney (bs, -

Goin’ Out of My Head (Teddy Randazzo-Bobby Weinstein)

[With introductory quote from “You My Hea ]
Sé6 Dango Samba (Jazz Samba) (Antonio Carlos Jobim-¥inicius de Moraes Norman Gimbel)
Lullaby of Birdland (George Shearing-George Weiss)

Moment of Truth ((ollen Gray “Tex" Satterwhite—Frank Scott)

Misty (Eroll Louis GarnerJohany Burke)

voc) with Jimmy Jones's Trio: Jones (p); Jim Hughart (b); Grady Tate (d).
On track 3 Add Buster Cooper (claves) and Chuck Connors (maracas)
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Mack the Knife (Xurt Weill-Berthold Brecht-Marc Bitzstein)

Cotton Tail (Duke Elington)

Solos: Ellington, Fitzgerald, Fitzgerald-Gonsal

Ella Fitzgerald (voc) with Jimmy Jones's Trio: Jones (p); Jim Hughart (b); Grady Tate (d)
and the Duke Ellington Orchestra: Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb);
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, cl); Paul Gonsalves (ts)
Harry Carney (bs, d, bd)

(Ellington docs not perform on trac

On track 8: Ellington (p) replaces Jimmy Jones.

Records 29, 19¢

The Trip (aka “High Passage™) (Duke Ellington)

Solo: Gonsalve

Jive Jam (Duke Ellington)
Solos: Ellington, Webster, Nance (coret for all), Webster, Nance, Webster, Nance, Webst
Webster, Nance, Webster, Nance, Webster, Nance, Webster, ! Webster, !

Nance lance
A Hamilton (ts for all), Nance, Gonsalves, Hamilton, Nance

Gonsalves, Hamifton, Webster, Gonsalves, Hamilton [8 bars on bridge], Webster, Nance
o5, Harr Webster, Nance, Gonsalves, Hamilton, Nance, Gonsalves, Hamiltc

Ives, Hamilton, Nance, G s, Hamilton, Webster, Nance, Gor
1t Nance It

( Ives, Hamilt



disc
EIGHT: REHEARSAL

Matr. No
All Too Soon (Duke Ellington)

Solos: Brown, Nance (vin), Webster, Nance (comnet), Brown/Webster,
Webster/Brown/Nance (comet)

1oke%: Duke Ellington’s July 28 aftemoon rehearsal for the No. counterpart had at least been preview

public and for film cameras was also a legitimate by the band prior to this rehearsal, as apparent

run-through of three relatively new piece the on track 8. Like “Circus Train”, Ellington’s blueprint

T MNM

The Old Circus Train Turn-around Blues (Duke Elingion)
Elington. Hod

es, Nance (com Nance (comet)/H From Ellington’s vert s inr

It Don’t Mean a Thing (if It Ain’t Got That Swing) (duke Elington) : S 3 s
Solos: Ellington, Fitzgerald, We er, Fitzgerald-Nance (voc); Nance (voc for all following), =

that the piece had been organized on paper earlierin ~ Gonsalves also seems to refer to playing “The Trip
Gonsalves, Na Gonsal Fitzgerald, Nance, Gonsalves, Nance, Gonsalves, Fitzgerald

the day with the help of Ellington’s copyist, Tom  (calling it “Passage”) on that night's concert. His s

Wh nto letter-named sections. Ellington goes  gestion is declined by Ellington, who intimate
1 Cat Anderson, Mercer Ellington, Herbic Jones (tpo);

Ray Nance (coret, vn); Lawrence Brown, Buster Cooper (trmb); Chuck Connors (b trmb),
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (ts, c); Paul Gonsalves,

Ben Webster (ts); Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d).
On track 13: Add Ella Fitzgerald {voc); Ray Nance (voc); Jo Jones (d); delere Hodges (as)

Recorded July 29, 1966

bout € he interpretation through s the piece needs structural detail;
ssic, evocative descriptions of the circus train and  undertaken between this afternoon rehec
of its attributes, and “putting in some solos”. After the  next night's (premiere?) performance
first few minutes of rehearsal here (tracks I-7), hi Ellingtor ire to run through a band arrange
equence of those sections seems set  ment of h (with Cootie Williarr

enough so that Whaley can retreat to formalize the oloist
Just Squeeze Me (but Don’t Tease Me) (Duke Ellington-Lee Gaines)

chart. Though called on repeatedly to fill in over the  opposition from Norman Granz, wh oncemed
Solos: Ellington, Fitzgerald/Webster, Nance (voc), Fitzgerald/Webster, Webster, Fitzgerald

band parts at letter B, Cootie Williams seems reluc-  with getting suitable rehearsal sequences for his film,

(voc) and Duke Ellington (p) with Paul Gonsalves, Ben Webster (ts)
John Lamb (b); Sam Woodyard (d); Ray Nance (voc).
srded July 29, 1966 st No,. 2 ? i part of that i
Tracks 6, 11, 13, and 14 oiginal-LP issue: Ella and Duke at the Cite d Azur Verve V6-4072-2 Next comes “Blue Yt g ; LRaenthg
Tracks 9 and 10 original CD issue: Ella and Duke at the Cote d'Azur Verve 314 539 030-2
Other tracks previously unissucd.

tant to do so, and he winds up not soloing at that or advises that Ellington retum to plete
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dise disc
EIGHT: REHEARSAL EIGHT: REHEARSAL

Index 4:
The Old Circus Train Turn-around Blues (Duke Ellingion) s

Index |: fragment of breakdown take

Ellington: After these cight bars are repeated, we'll have a litele ad-libbing in there, and then
we'll go to the top. And when you finish letter C, there's some mor ad-libbing
that goes in before we go on 10 letter — is letter D marked D? There's some
ad-libbing between there.

Index 2 ictions

Russell Procope You've got a hold over this note: what does this mean? Would this be the ending?
Ellington: That's the “Circus Train”. Now, look: the main thing we have to do with this one Inde:
is we have to put in a couple of divisions, separations . . . . You start it offawith this

Ellington: Let's set the routine on it. Let's play the cight bars, ready? Eight bars and repeat
here — you know, its — you fiddle [? !

them . . ... Don’t play that loud chord . . . . Or maybe the loud chord sounds good,
. < 1-don’c know. (/immy Jones chords at the piano) Lets play the whole th cight
The OId Circus Train Turn-around Blues bats ',,‘ll,‘:.l,(,“t‘/,‘,,v ek s SR
Index 1: breakdown from intro

@ The OId Circus Train Turn-around Blues

Ellington (during music): Paul [Gonsalves), and then the *bones . . . Wait a minute, one more time. [as e
Jimmy Hamilton: Is Paul in front?

takes another chorus of introduction)

Easys the same way, the same thing las Gonsalves plays adl Iib over the sromboned) Ellingto Yeah
The Old Circus Train Turn-around Blues — instructions Index |: "eight bars at the bottom!

R Ellington: Suxes it « vata whisile i dheresductbloic coo loud Let e fieariit
Procope: O, is that what it s? [Hanilton play)
Ellington T wan 1o play those cight bars, and repeat them. Now, thac chord that's on the end e j Sonibcat
doesn'c go in there yer, just the first cight bars. The chord on the end is for when we Elliogoon: Ros il that. Neytuan, you ot od 4 sickabosg it

come back to this, and use it as an ending, Index 2: “eight bars at the bottom’
voice from'a distance: [ Jplay cight{ Jplay a full chorus [gpparenly refirring to the 8-bar passage juse

played, letrer B,

Ellington: Yeah, I know. Well, let’s change ic. [See track 7, index 0]

©® The Old Circus Train Turn-around Blues

Index 0: instructions

Index 2:

Ellings 1 would have had it all written out for you, fellas, but we were short of time; 1 had
w0 write this very quick this mornin

-
S
S
=
=
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Paul Gonsalves: I'm supposed to be soloing there, but I've got a part to play
Ellington: No, not in that
Harry Carney |? Is Paul still playing that same thin
7 il : Ellingron: Lec's starcat the top and sce what happens. Take it from the top; fells, on the pidno.
Ellington: This is down at the bottom; we're starting there. 3
e Index I: breakdown take
Index 3:
Ellington plays piano for the introduction, returning t0 front o stage as band enter,
Ellington Intimacy: this is a very intimate train. The train is way in the distance, you know,
and it's got all those circus wagons on it. If you know any circus mu
there [sings melody from “The Skater’s Waliz"] — the acrobats Solos: Ellington, Hodges

Ellington (dusing music: An 8-bar bridg one more time . .. letter C now,

mm




disc disc
EIGHT: REHEARSAL EIGHT: REHEARSAL

Johnny Hodges You want me to do something clsc in there? Gonsalves: And also letter F, t0o.
Ellington; Whe

Hodges: Where you just said.

Ellingron: And letter F, add four bars to that, too. Put a 4-bar rest in it, in other words.
Make them all twelve bars.
Index I: letter E
Ellington: 1 don’t know what he [i.e., Tom Whaley] did with that [chord]. Thes letter
E at the loud thing — Is that leteer E?

Ellingon; No, you've got the top note there

Hodges No, I don’c [2] [plays figure in first eight bars of lester D)
Ellington Oh, not there

Ellingron: Hold it. [0 Whaley) Hey, where'd you put that loud chord? I don't see that on here

Hodges You mean [plays figure from last four bars of D)2 You mean right there?
by You mean [plays figure from last four bars of D} Y ght chere anywhere, that big chord

E o) Yea
ngton: Yerh from the band: Two bars before
What do you want me to do with that? Join in there [?]

Yeah.

® The OId Circus Train Turn-around Blues

Index O: instructions

Index 2: finale chord

Ellington: Let me hear the chord two bars before E ... . [band plays chord) Where docs that go?
Index 3: letter D

Ellington: Hey, at letter D — no matrer what happens we — letter D is going to be the last chorus.

Elli 1t's a matter of putting in some solos here somewhere

Gonsalves: Letter D happens to be in another key.
Letcer E: let me hear leteer

Ellington; Whatever we put on the end of it, we go back to letter D, and that's out. That's the

Hodges [2]: What do you want me to do when they come off ie? out-chorus.

Ellington: Well, the brass is in there. Listen to it Tom Whaley: ey, Duke, do you want me to put the saxes down? Here?

Index I: from letter E Ellington;

Ellington calls Jimmy Jones to the piano at letter F and calls on Cootie Williams to solo as

they reach letter B following the saxophone solos Blue Fuse No. 2 (duke Elington) — preparation
Index O: Granz/Whaley

Solos: Hodges, Hamilton (ts), Gonsalves, Hamilton (ts) E L hear “Blue Fuse N
Ellingron et me hear “Blue Fuse No. 2

F
F
2
[
F
F
=
=
+
=
=
E
E

Norman Granz: This number will be ready for tonight, Tom?
Whaley: What, this? This [the “Old Circus Train Turn-around Blues”] will be ready. Ye

@ The OId Circus Train Turn-around Blues — instructions
Index O: revision of letter B
Ellington: 1 chink that letcer B we berter make a 12-bar blues. Instead of making it cight fodes | isugsestsdevsion
bars, we better add another four bars on ir.

Hamilton Where's this going on?

Ellington: OK, let's go.
Gonsalves Hey, can I explain something to you? If you're going to play this [ ] when you play
“Blue Fuse No. 17, when it gers here, this is what throws the band off. This is unncces-

Ellington: Letter B, as in . ... brown.
sary, these four bars. Because I'm playing blues and they're playing these 4-bar inervals




disc
EIGHT: REHEARSAL EIGHT: Rd‘E“HEARSAL

Ellington No, that's all — you know what that is, that's a long thing in G-minor,
no change a i Blue Fuse No. |
Index 0: instructions

Ellington [At letter D) Hold it right there. Now, right there you go into G
you stay in G-minor; nothing but G-minor chords. Start there a
was that? Letter D again. D: as in Duke . . . delightful

Gonsalves: I'm talking about these four bars,

1 know; that's right. That's what I'm talking about, too.

Let's try this “Blue Fuse”, huh? sce if itll go in the same tempo. AT
Hey, I know what to play tonight Gonsalv
Hm

T

‘L"\\' e Feidis e ng Nothing but G-minor chords.
mm? Oh. Well, I have to give you a lead sheet on that, because ST e
I want you to starc with a melody. | want you start with this . . . [fums). Gonstves Yeah, but wha kind of phrases — 4-bar phrases, or what
Ellington: Whatever
Gonsalves: No, see you've got here 1-2-3-4; 4-bar phrases of minor chords, then you've
got another four bars, then you've got thirey-six. Is that blues phrases here or are
o

Gonsalves No, sec; you're going to mess that whole thing up

Blue Fuse No. 2

Index 0: countoff

they all the same [2]:
Index | music Ellington Yeah
Blue Fuse No. |

Jex 0: instruction:

Gonsalves: Thar's wha | was saying, Those 4-bar phrases you don't need,
Ellington: You ought to take out the 4-bar rests. Take out this four here, and take out this too.
Gonsalves: When we finish here, then just let me play the minor
Ellington: No, no, wait; yeah, I know what's wrong here. Scratch out the four bars after
the first, second, and third endings. All right, so then you've got letter F which is
thirty-six bars. Let's constitute that three choruses of the blues. G-minor blues.

Ellingon Hold it. Play “No. 1" now. Let's sce if we can do anything with this ch
Let's do something with it or throw it out

Index I: first attempt
Gonsalves: What about these next four bars?

Ellington: No, that's enough. After that comes whar, letter H? What's in letter H, anything
o rests? Let me hear letter H

Blue Fuse No. |
Index 0: instructions
Index 3: letter H

Ellington Ah, you like that piano player [fones), huh?
Ellingron: Aficr these cight bars are repeated, we'll have a litdle ad libbing,

{{aughter
Index : to letter D Index 4: Granz
Ellington: Now what's [leteer] 12

Norman Granz Doesn't this sound like one of those New Orleans marching songs?

=
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dise
EIGHT: REHEARSAL

Ellington: 1 just want to get this damn thing routined so we can play it sometime,
where it means something,
Granz Listen, before you break up, my man wanes you to do just one
straight-through for the camera.
Ellington, Al right let's go back to the “Circus” — oh, oh, no, wait a minute;
just one before we do that
® The Shepherd (Duke Eliington)
alls the tune
gton Where's that thing, Tom?
breakdown take
Ellington (cucing sections from pian] Sccond chorus is trombons. . . . mow, saxcs.
olos: Ellington, Williams
Index 2 : tempo change
Ellington T ought to give you another lead sheet
Granz They want the middle [ ] where the saxes [ |

Ellingon Yeah, I know. I know, I was just trying it

@ The OId Circus Train Turn-around Blues
Index 0: instruction:

Al right, go back to the “Circus”; let’s play it all the way through this time. Let's get
the routine straight. Barnum & Bailey, Ringling Brothers, Wallace Brothers

Procope Hagenbeck & Wallace

Ellington Hagenbeek! ey, yeali. thats in the [ ]

Procope Is that the kind of circus you were thinkin

Ellingta You're talking about Hazel Valentine! [laughs]

Hamilton: That’s before me and Harry

Hodges That's before our time, that's before your time

m
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disc
EIGHT: REHEARSAL

Ellington: Now, we've got A, B, and C — add four bars to B and repeat it
Caootic, fill that in there, will you, in B
Unknown: Piano’s in front, right, Mr. Jones?
Index | letter
Ellington Play letter B. Cootic, listen to this will you

Hodges, Hamilton (ts), Gonsalves, Jimmy Jone

The Old Circus Train Turn-around Blues — complete rehearsal reading
Index 0: instructic

Ellington Hey, Cat, raise that last note an octave, will you?

Jimmy Jones replaces Ellington at the piano afier the introductions

Ellington. Hamilton (& nsalves, Hai

Ell nd H Cat Anderson, Mercer Ellington, Herbie Jones,
Cootie Williams (tpt); Lawrence Brown, Buster Cooper (tmb); Chuck Connors (b trmb):
Johnny Hodges (as); Russell Procope (as, cl); Jimmy Hamilton (s, cl); Paul Gonsalves (ts)
Harry Carney (bs, cl, bel); Ellington (p); John Lamb (b); Sam Woodyard (d)

14, and ma Jimmy Jones (p) replaces Ellington

Recorded July 28 (aficrnoon), 1966

All foregoing tracks recorded at Juan-les-Pins, France

Tingling Is a Happiness (Duke Ellington)
Duke Ellington (p)

Recorded July 27, 1966 at Fondation Macght, St. Paul de Vence, France
All tracks on disc cight previously unissuec

Original recordings produced by Norman Granz
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ELLA & DUKE

‘One of the highest honors paid with absurd confidence toward: ered. She could be casually

me", Duke Ellington writes in nowhere, and the other an impa:

revealing about her emotional

vhen ust, Ellington improvised on  states: “| want to get married
man Granz pre y he piano in a staged tribut he Ne
body nee
But she didn't
aVe € hizs out her nature or

wn different field: honor “beyond category”’, a: music. People wt

i
masters included the artist Joar he liked to say; it must have been  to sum her up always describe
Miré. Granz produced a film of s significant to him as it was to her as girlish, unaffected, petulant
the events, which include Ellington  the visual artists whose worlds he when unhappy, and jubilant and
holding a bilingual conversation was touring. In his youth, Ellington  innocent in the enjoyment of her
with Miré (Ellington spoke no had thought of becoming a painter  art: “There is no guile about Ella.
French; Miré no English) while nd he often talked about  She is a large woman who per
touring the museum of the For forms so unaffectedly and
dation M n institute dedi > w y t forwardly that she is trar

>d into a little
talked of the st F € tene ex ] ty of innocence and she
an arch that he had « with sound, almost ht b innocently,” s her friend
Ellington told him that everything were creating apparitions within olumnist Herb Caen. Critic
was beautiful. Later, framed by the music Leonard Feather described her

two Giacometti sculptures, one of These are thoughts that Ella pouting, and singer Mel Tormé,

1 stick-thin man shown striding Fitzgerald probably never consid-  one of her great admirers, said,

F
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F
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She's a very simple person.” Then
Tormé added, and others such as
bandleader Mario Bauzs have

nfimed, herself.

ost charm

heir time, Fitzgerald and
Ellington shared an absolute dedi
cation to their work and to the
fans who came to see them. (“My

people,” Fitzgerald used to call
them. She had to please them in
whatever way she could.) She
would scat “Oh, Lady, Be Good!
> would rather sing a bal
it
nection with thos eople.

There's no fun in making music
he said over and over, “if nobody's
listening" Otherwise, they were
probably as different as could be.

Ellington was mysterious;

ISSUED

Fitzgerald, if we can believe the
friends quoted in Stuart Nichol
on's book zgerald, just

lonely. Ellingtor

onion. It's an image
that he burnished. When, in
Music Is My Mistress, he attempts
to explain his life, Ellington first
describes hundreds of people
who were important to him: his
parents, family, and inspirations,
as well as dozens of musicians.
When he comes to himself, he
uses the metaphor of a series of
the pool and they all disappear
find a place where F
ald describes herself at all,
Probably no one asked.
Fitzgerald was guarded, not daz.
zling as Ellington was. Their per

sonalities, Fitzgerald's solitary and,

except when she was sin
nsecure, and Ellington's
bly
hildhood was,

inremittingly dismal, at least
extremely challenging. She was
born in 1917, Her father dis
peared before she was old
enough to know him, and her
mother died suddenly in '32. Her
stepfather, it was rumored,
abused her;.she and her half-sis:
ter, Frances, whom she loved,
were brought up after th
er aunt. Fitzgerald wa:
poor and sometimes on the

possibly homeless. (Elling-
ton, who was a full generation
older, joked that he was so pam
pered as a child that it was years
before his parents let his feet

touch the ground.)




Ellington, wng mmyotaises;
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Fitzgerald got her famou

break at the Apollo on Novem

the prize. Basing on the
records of Connee Boswell and
others, Fitzgerald tended to win
everything in sight in the next

year or so. But she still didn't have

aved her. It for her musi
that she was willing to face the
early embarrassments and lifelong

stage fright

ELLA & DUKE

a child, Fitzgerald sang to

herself and to records. By the

popular jazz singer
though beauty and stagecraft
ometimes counted as much as
musical talent. Her real gifts and
accomplishments were obviou
She had a pure, girlish voice that

he could mal asp at will,

as a bouncing ball. Even when

catting, her pitch is as impeccabl

as her diction. Fitzgerald sounds

innocent but hardly artless on her

Thirties records. She has a per
onal set of expressive des

grace notes, |

f You Ever Should Leave
Fitzgerald asks, “Why would |
want to live?” No matter what her
personal experience had been,
she didn't sound as if she believed
that such a tragedy were po:

She sounded spirited and

its rhythmic eccentricities. In a
way that thrilled audiences, she
used her voice as another solo

instrument, scatting sublimely

r ¥ 7" TY¥ Yy *royyw-

se music as a

wreer over his second talent,

painting, Success wasn't easy

After playing professionally as

Duke Ellington and the Wash:

ingtonians, the band tried again
the next year. This time they
tuck it out. When Ellington took

ISSUED

ver time the

er they
were engaged at the Cottor
Club, the jungle style.
No wonder, then, that Ellir
preciated the expressive
t Fitzgerald used in he

reproduces a photograph of the
two from 1938: Ellington is at the
piano and has obviously just fin

ished some flamboyant phrase.

its Fitzgerald, laughing

sroadly in frank admiration of

Ellingtor's most recent perfor

ance. To a young vocalist whose

uccess rode on a

esources besides rock-solid self
confidence that Fitzgerald might
have lacked. The 1966 film made

it the Céte d'Azur shows the
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lines, Ellington, according

to Nicholson, resisted Gran:

had been recorded.

he notes that the bandleader vir

bis hot =

York ( 977), he picks up the
tory w Jotation from

Ellingt mpanion, Renee

Diai

1 little about Norman not having

which, coming from [Ellington]

ELLA & DUKE

Granz interview, p. 107, for

Granz's thought

mor

Ote

Emblazoned on the front cove

The complete

mar 2 th

riptiof

Zling when | bought the

ris

ind Ellington, beginning with the

f Mack the

pery
Knife, which had

albeit one that

what here by the improvised riffs

The Ol

becor

Id Cir

ne a

i some

cus Tral

in

Turn-around Blues:

intimate train," he had cajoled hi

had played one riff t
Nonetheless, he starts the piece
with a chorus of wildly percussive

and he can be he:

Cooper elbowing his

the flag-waving Trombonio-Bus-
toso-Issimo,

Lawrence Brown reprises
eature, Rose of the Rio
Grande. Paul Gonsalves gets his
licks in on Diminuendo in Blue,

and Cat Anderson squ

through El Viti. It

(I L T L O L O O O

w e W

n

W e e W e e ae

mid-Sixties Ellington

and hoarse on her other
e Lullaby of Bird-
the high

et: her intent
f i, infinitely touching The
More | See You.

even while noting serenely, “"How

®ISSUED @

out another LP ¢

>f material recor

the then-current fad for thi

soulful, even if

Given Granz's

imitation with

derstandable.

-5 Jam With Sam,

ion, and | wouldn't O M

the saxophones' entrance in the
Soul Call and t

West Indian Pancake ag

ture Gonsalves, but the h

al. A piece of many

he beginning this quiet
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ISSUED

ries of health pr

1 gradual de

r California home.

ons of dollars
for children's cat

Towards the end, a new
report described her singing to
some children whom she

y chance

market. This may have been her
bublic performance. | hope
that she sang them a ballad,

Michael Ullman

Tay 199
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have undoubtedly inc
among the attractions of the Riv

iera (in French, la Cote d'Azur) the

® UNISSUED @

g ment to a jazz musician
when he got married at Cannes in  an, in the world. The out
51, and he and |
escorted in tr
through tt >f Antibes. sould) lined with pir

He even celebrated the event in while for indoor events there w




ELLA & DUKE

r
touring in Europe, such a:
pianist Bud Powel

R
Donna Hightower; and sorr

9t

H

7z Fair of 1954, Jacques ~ Americans invited especially recorded Dizzy on the

because of the popularity of their rench (for Philig

)

i

band contest for groups fror bonist Wilbur DeParis (both of new Miles Davis Quintet per

e W

other European countries, an idea  whom recorded live at the formed memorably and did an

that res d when the Mon festival for Atlantic R

B

nts for the 1960 event ST MATIN

n

including the Dutch vocalist Rit of the 1960 fe
f ere eventually commemo saw starring rol

live LP r Basie band; t

R

Clockurise from toe (ot

e Cooteld Aftany, Thoren Ulington,
ensure good crowds for the fest eptet, in their first European ure ), and tt i ; Santiowdyane) Cootie l/illamy
sal. A sitable mix was obtained ippearances; and McCann again Y

were required t vocalist Ray Charles with hi
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h acts as violinist
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ELLA & DUKE

that they had made. Althougt ments for Ellington’s new
the Ma,

Ellington on RCA Victor:) H

rrangement for Fitzgerald of So  and, even among f

Dango Samba (Jazz Samba) v formances, not only Something to

Live For but t

Mack the Knife are f:

ed. But it's also true

For'" (both tunes ha extraordinarily long yet from night to night. With the tric
arranged by Jimmy Jones for oda, illustrate it Fitzgeral he could
t Duke's Place). Also, Jone was probably at nto items that ma

charts for Satin Doll an with the trio. Apart from the en planned a:

I that Fitzge inhappy circumstanc A t ram — fi stance, olc
strumental in tuming into a stan-  her making favorites such as Misty and the
Fift and for t € her f t (se he then-rece revived The More |
n Let’s Do It See You, and such newer song

Moment of Truth and Goin’
out of My Head

Wives and Lovers
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Azure s ar
)37 follow up to
Indigo”, with similarly shifting tri

ies. In '66 it begar

ping back into Ellington’ At

® UNISSUED @

me backing. Immed;

claimed it and, hov

his performance

ounded anything but
this period of his long

nstantly dogged by the reputa

Strayt 1 feel to it),
long ride-out that formerly fea ind
i Fitzoarald' On the other

1and Strayhorn'’s Passion Flower,

ritic Nat Hentoff

ompare it to somethir

of hits, still a

ances in the US, Be ,
his 1958 trip to Europe, the
booked by Norman Granz, he
created what might be called a
m t combining Black
and Tan Fantasy, Creole Love
Call (both fror and The
Mooche
the blue

Ellingt
y the 1930 Rockin'

with its piano ir iction, w

in Rhythm

eventually became the separate
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UNISSUED

Prelude to a Kiss,

Diminuendo in Blue (what ~ matic in
illiant ¢ tion that wasl),
941 Things Ain’t What
They Used to Be

Take the “A”
Train — all in updated version

nfident that r

han prodi
1s musically but that served
Skin
Jam With Sam,
ongs that
opearances formed brief g inclusions in these concerts

ravan” and the ballads | Got It
Bad (and That Ain’t Good) and
Sophisticated Lady, a

nad already bee

nd at the

Voodyard
ight long”, in bar 4

Sweet Thunder it
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The Star-crossed Lover

Tutti for Cootie

le Half the Fun and tt

iy Madness in Great
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Ellington’s Private Collection series,
were then publicly pre od at

to Spanish matador El Viti, was

written by bandleader Gerald

e. Anderson’s
ment of Trombonio-Bustoso-

Issimo for Bu: Cooper the

which Cooper threatens to
become at one point — hat

ome reason the

Ted Heatt
of twelve years earlier, with its

wordplay title “Lush Slide

ELLA & DUKE

tour were two very different

pieces, both exotically titled. The
rst, West Indian Pancake, wa

includes such sections as “Beige"

from Black, Br nd Beige
( iy Ma

1 the New O Suite (1970).
The second, La Plus Belle

Africaine, is quite simp

in this booklet (p. 51), "La Plus
Belle Africaine” was

spparently

tive version, which include

Anderson's deliberate squeak

after the first brass ensemble

youngest and most recently hired
member, John Lamb, then coming
to the

Mercer Ellington only began
ing regularly in the band a few
months after Lamb had joined,

Asked how he had coped with
the musical demands of a new

h
sch a

ad played a similar
role, Lamb comments,
“I was young, like | said, and
cocky. Ready to do what was
necessary. And to have been in
that band, one needed a very
strong musical personality and
strong character. One had to be
an individual in a sense but blend
with the whole
“When Duke put together new

n W
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music for me, he would hum me a
part, and | would just play it. Some-
times during a recording session, he
would write some things. . . . [On
*Africaine’] he showed me: | watch-
ed his hand, what he did, and then
| duplicated that, of course. And he
never really had to write out that
part for me. The middle section |
included from my own experience,
and it seemed to fic. If something is
correct, it will fit, it feels great
And that's what happened. It was
supposed to be.”

“Africaine’"

contrasted an

xtension of his Thir

xotica. This st

wed that Elling

jazz merely reflected
own earlier innovations, which
had de

Caravan.

UNISSUED

throughout Ellington’s work in

the Fifties and Sixties, the guideline

te Thirties to early Fortie
especially, of course, those led
or with riffs created by H;

Wings and Things T

refer hing n't What They
Used to Be", a key exhibit in

H; ' t Lawrence
Brown but with organist Wild Bil

Davis and guitarist Grant Greer

mance “Wings” was usurped by a

The Old Circus Train, a

consistently refers t

tled by Granz on th

to him that

Train' tumed around

the closing r

tempo and the
Ben Webster

II
especially gi

»f the ensemble pauses.

ing of joyous urgenc

t, was reti

album cover

it
(Thi
se musicall

rom

ght of the festival, i

aind Ray Nance

The feel

towards the




further in:

t Don't Mean a

ights into the world cre-

ated by Ellington. Jewell’'s bool

ately uncommunicative witl

ersion of Cotton

Tail (a tune that was formerly

Webster

property). Ellington

ELLA & DUKE

The

picked it up

number, the previously unheard

Jive Jam. To Webster

relief, no

ut him.

it Nance w,

State Department tour

Ithough then welcome

| back for

Webster, although by 1966

resident in Holland, had left the

loud in "43. But he cm

ployed in '48 and '49 and made

tour, two months after the tenor
saxophonist's death. Ellington

topped “entertaining the ladie
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to read the notes on the sleeves,
forgetting everybody in t
[and] ignoring Merce

him it was time to get dre:

It's quite obvious that Duke
Ellington was both lucky and
stute in his choice or
1ss0ciate
s stages
As well as the variou
whose voices contributed
much to Ellingtonia, f
1s music publisher Irving Mills and
Norman G z were extremely
important to him. Granz's idea of
ombining Ellington with Ell
ighly felicitou:
when compared with some of the
ingers bandleader Count Basie
performed and recorded with in

the mid-Sixties. It's

ELLA & DUKE

s partnership of Ellingt
srald was put together
though the music busine:
ooming, values were
seing distorted by the so-called
British invasion and by tt
| American pof
3oth Ellington and
ing part of their natural
1s middleage lister
truggled to catch up with
their offspring's musical tastes.
zgerald indeed, afte
ing her album Ella at [
was without a record cor
The then-owners of Verve
which had put verything of
hers in the ten years since Granz
t ted the label, had nc
taken up their option to renew.
he tracks from Fitzgerald and
Ellington'’s January-February 1966

European tour w not issued

Fitzgeral

Scribner’

A Biography

ns, New York

993) reveal

t Granz,

this period, offered a

of recorded material to C

onsisting of a three-LP set
by Elling
This must

material,

to

e tt

which C

after Columbia’

to Ellington's

opined,

Ella i

bsolutely

>n mater

Hammond, notoriously insens
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PP Bringing Ella and Duke to

gether at the Cote

ume that this was

Yes

You had done Efla at Duke

Pl [Verve co 314 529 700

2] with them the previous

November in the studio. Did

you want to use the concert

to help to promote that
record:
| never did that. | kept my
concerts standing on their
own, either successful or not
And if we recorded a concert,
that too stood on its own
And, if | elected to record in
the studio, Duke and Ella, or
Basie and Ella, or whatever
combination, | would never
have felt it economically feas
ble to do a concert just to

promote an album.

ELLA & DUKE

What > you think that
ind Duke would go well
together?
They had worke
before Ella at Duke’s Place
Yes, on the Ellington song
book. But that
nine years earlicr
Oh, | know, but it was quite
logical to use a big band [witt
Ella). | mear everal with
Basie, for example. The rea
son (I had her do more] with
Basie w Basie w avail
able more often than Duke
was. Duke had a very tight
chedule, and we didn't really
have the scope of songs that |
had with Basie, where we
could do all kinds of stan
dards. Whereas with Duke,
you pretty much would have

to do, not that it was part ¢

the deal, but you would be

inclined to do numbers th

But you represented both of
them at that time; wasn't that
an igcentive for, or did that
facilitate, putting them togeth
er at the Cote d'Azur?
That had g whatsoever
to do with it. When | man
1ged Ella or managed Oscar
Peterson que
among managers, in that |
owned a record company
and | was an impresario. That
they got more
employment, and they got
more lucrative employment
because | had a fiduciary posi
tion. And, finally, it was easier
[for me] to do things like
record a concert and then

put out a live concert than
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d someone else that |

had nothing to do with
But there was no conne
and the other two function
of being an impresario a
[record] producer. | mean, |
presented Duke at
oncerts as an impresario
had no way to record him,
ause he was under con
tract to different record corr
panies. And Ella, too, in the
Ella
toured with Jazz at the Phil
harmonic, and | couldn't
record her becau:
with] Decca
How did you insure that the
songs done
weren't just dupli
s of those done on Ella

at Duke's Place? Did you

NORMAN GRANZ

influence Duke to bring in

new arrangements for the

No, because | had no ic
doing a recording
1 concert

a concert, it was a very
different method of record
as compared to other compa
nies recording live. There wa
a very fundamental difference.

Since | was, | suppose, one of

recording
When | did a concert, it
was a concert pure; there wa:
othing else that was going to
come from that concert as a
primary. T
recorded a concert,
recording was, in a sense,
happenstance. If you paid

dollars to come to my con-

ert, you were entitled to see
ot com
ing to see a recording session.
PP On the Cote d'Azur record
g, there are a number of
Do you
recall rehearsals that took
2 Ella does a couple
he didn’t ordinar

ily do.
| never
5. | mean, if
Duke and Ella got together
aind if Duke said to E (
mean, | would be there, of
), “Listen, let's do ‘Satin
Doll', | have a new arrange
ment," well, fine, they could
do it. On the other hand,
when | decided to film Elling-
ton down at the Céte d'Azur
| deliberately said to Duke,

Look, if you are going to do
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ELLA & DUKE » NORMAN GRANZ @

spot. So in effect it was a her best, and sometime many of the numbers he had then that would open the n with the big band

Duke Ellington band arrange- felt that if she had t ing written, He was at rehearsals. album. If the next number and do this nun and then

t he didn't take the piano was “C-Jam Blues", | wouldn't let the big band lay out and

ment, and most of those something that she hadn't he

arrar € W head even run down . . .. Now, [as after that particular concert any performance, juxtapose them differently on do three trio numbers, and

| said,] the songbook sessions But whatever contributions the album. It was supposed to then let Duke come back and

were done year had no written arrangement he made were not concern you remember, then be a documentary recording. do a finale with you," or

So Ella simply fell in and But e, with ng Ella but the band. | think which tunes had Duke at the But the choic something like that

did those. The vhen they Jimmy ritter they might have rehearsed a piano and which had Jimmy the concert 0 you did have input

came around to doing a con wrrangements. Well, Clla could f numbers that the Jones? No, those were the artists’ But | neve d her,

cert, if they did do a number have taken some of those yand did, with Billy a Duke didn't play for Ella in You had nothing to say? How number,” or “Sing that r

. it could have come out arrangements, | don't recall piano and Duke merely the big-band portion; that about the order of the tunes, ber." | wasn't worried about

differently. But there w and given them to Duke and ducting or Duke sitting would be Jimmy. But then for was there a particular—? her repeating numbers; of

ever really the rel E Why don't we do™ this down and Billy standing course, > No, the program was the artists”. course she repeated num

well, certain)

But, essentially, it was | mean, it was a very relaxed night have done something There was no point in my bers. | wasn't going to say

ession with Flla 't the reiterative rehearsing relationship that the two of with Ella. going to Duk ] 3 “This is the order I'd like

But Duke did like to do thing that most people d them had, and then the Did you have much input in “Listen, let" down a pro- because it'll be better for the

in the last minute, didn't he? Did you sense any tensior two in connection with the choice of the songs or gram” he'd think | was album.” All | said to Ella was

It was the same with most of between Duke and Ella over the orchestra. the order in which they crazy, because he knew what do six number

the jazzmen; Basie did, too. this at the Cote d'Azur? Strayhorn probably made

were done? he wanted. When we came PP You gave her a structure

But Ella didn't have a problem some contribution to the The album was supposed to to the Ella section, he was out Was it your idea or Duke's to

with ? , thrown hom make any concerts. be a document of the con of it; he said, “Fine, Ella's got get together with Joan Miré?

something at the last second? stion that you can NG He could have oh, he cer cert. If Duke saic T g thirty minut And then | NG (Laughs) No, that was mine.

Well . .. she wanted to do remember tainly made contributions in to open with ‘Satin Doll said, “Well, E 0 PP Why, what were you thinking]
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and forth to a maque

of sculpture that w

Do you remember
th that Miré said ¢
afterwards?

NG No. No. We did th

ELLA & DUKE

ernoon, and

Sam Woodyard ar

Some people say that
them down to [the concert] Duke had a certain hostility

And the that | brougt

And t!

oth in wasn't hostile, he took Johnny
They were in Europe, and | mediately. Then | took
thought it w ind of
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about antipathies. |

ok a man out of k >anc

Sam Woodyard, by offering
" +

the bl
ban
ind
ment

therr

bandle

PP He had

NG Wel

ses, and
with head arr
and

that couldn't play

well enough

that he felt could better play

isic. He was the ol

sader who wrote music

a diffi




the initial composition. So
let's say he wrote "Satin
Doll”, and there was a big
solo there for Lawrence
Brown. So he wrote it with
Lawrence Brown in mind, and
then when the band played it
as part of its repertoire, it
worked beautifully because
Lawrence could play that
number; Duke had already
anticipated what Lawrence
would do with it. Okay, but if
Lawrence dropped dead or
quit or left, Duke could find
another trombone player,
that was no problem, and
very able trombone players,
but they would have given a
slightly different twist on what
he had written.

| mean, the famous num.

ber that he wrote for Ben

ELLA & DUKE

Webster, “Cotton Tail". Since
it was the flagwaver that the
band always used, when it
came time for Paul Gonsalves
the tempo was almost
double, because Paul liked to
play fast. And the number
worked, but many people
who'd heard “Cotton Tail”
were more pleased with the
tempo that Ben had
Duke, in the Sixties, doesn't
do a lot with any one singer
On the LPs, where there are
vocalists, they're just add-ons,
they're on a song or two. Do
you think having Ella on the
program created any hurdle
for Duke?
Well, first of all, you can't
lump Ella together with the
different vocalists he had. Ella

was an artist of the same

stature as Duke. So he was
delighted to work with some-
one,_that was his equal. Fur
thermore, he didn't work with
Ella as he worked with a
singer whose salary he paid
and who traveled with the
band and worked every night.
You can't say that Ella was a

band singer

~~"

In the liner note you say,
“[Tlhey've chosen to call [it]
an International Festival of
Jazz; translated, this means,
effectively, American Super-
stars that will draw the mass-
es plus various small Euro-
pean combinations to lend
credence, | suppose, to the

Internationality of the Festi-
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val." Do you think that thi
still holds true?
Well, you have to understand
(I don't know what this has to
o with your notes but I'l
xplain to you) that in Amer
and | think it's accu
cause George Wein i
ly the prime festival pre
enter it's subsidize
companies. Some of the Cen.
tral Park free concerts[, a
well] are usually [subsidize
by] a beer company or some
thing like that
But it's all a commercia

anc to have a

because it's toc
xpensive to put on, the way
they do it, and just live off the
income — in many cases I'm

sure it's done at a loss.

ELLA & DUKE

In Europe it's done com

pletely differently. It's basically

subsidized for cultural rea
sons. So the City of Nice or
the City of The Hague
Montreux, which is the
known example, [those
vals are] paid by
tourist bureaus

So the presenter
budget; he knows that he'
going to have, say, one million
kroner, and he's going to do a
concert in Denmark. He ha
to hire musicians to fit that
budget. Well, he can afford, if
he’s clever and if he's lucky, to
bring on local mus
musicians of second or third
tier — that is in draw, not in
musical [caliber he can do
that and still have the major

name to draw the people

Whereas, the same thing
doesn’t exist in America
Because, again, you have to
think about the costs and
where you're going to throw
your money. And as a result, |
jon't link [with the European
festivals] the American festival
cene, like the Monterey Jazz
Festival or I'm not even
sure whal there is any more
I'm not there; | know the
ones in New York because
they're advertised

The ones in Europe are
usually done in small towns,
like Juan-les-Pins — it's a very
mall town. And they do it
because they think they're
going to attract tourists. Mon:
treux is a small town of
maybe, fifty thousand people
Yet they can draw major
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artists because the tourist
bureau figures that it's going
n hote

to draw people livir

restaur

they
hot otherwise

he first one to pre
sent the concert, the festival
in Nice. | did it with the
mayor then who's, | think,
now a fugitive. And they gave

me a budget. | said okay, and

o | hired people to fit the

udget. But i an enor

and from
cally, who said,
not fair | you're doing
bringing Ella or Oscar, or
whatever, and you're not

ing us a chance.

» NORMAN GRANZ @

PP

NG

Did you have a response to
that?

| went to the committee, or

they were, and |

petting a lot

] | think

you should save some time

for them and allow me in the

budget to — they're not ask

ing for a lot of money, they

Well, of

course, it didn't work like that

just want exposure.

ind as a result | refused to do

1ny more festivals,

Because of the flak that you
al musicians’] position was

right. 'm not talking about the

quality of their playing. But if

1 young French jazz

artist, and your city is taking

PP

tax money and subsidizing a
festival to draw tourists who
will spend money, it doesn't
do you any good as a musi
cian who's trying to get expo
e committee, in
effect, acted as if they were
Sony Records or something, |
mean, all they cared about
was, Are we gonna make any
money? Or, Are we gonna
break even?
So today don't even
know if there are many festi-

Europe, | m

naybe three night

out of three weeks

But the image we have in the
s of these European fes

tivals they're big social
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PP

it’s fine with me

never paid me commission,

I've read that you didn't take

any money
that

That's

fan. | mean, 15 an enor
Duke, and |

could provide him with cer

mous fan of

in kinds of work that maybe
he might not have gotten
with other management. He
had a booking agency for
years, and he had another
manager that broke off with
him when | took over, then

[afterwards)

With ie, again, it wa:
the fact that | just loved the
way Basie played, and we'd
been friends for years
Towards the end, | said,

“Look, you're recording for

And Duke

ELLA & DUKE

me, you're concertizing for
me, I'm providing you witt

most of your work; if you lik

I'l book you, I'l manage you."

Great

ed, “Are
ny more recordings?”
said, “I'll record for Normar
Granz whenever he wants me
to." But | had that kind of a
relationship with him. | mean,

Ella was different, of course,

ke me that
would give them the unique
ness of my position. Of own
ing a record company and
being an impresario. So |

don't think that Duke would

y
{10

Mn"v aid that because he
knew me too well,

And yes, Ella was upset
because of her sister dying, in
f to
America. And she came right

even told her
‘Don't c > back, don't
worry about it you want
to take some days off
But no, she had that show-
must-go-on complex, 5o she
came back
And it's your opinion that she
wanted to go on at the end?
on't remember the
know if she
or | was,
after all, the m of cere
monies. | could have walked
onst and said, “That was
great, Duke, and now, here's
Ella." But | don't recall that it

happened, so | can't com
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l{u,/‘./bvnfu! and Dt Ellangton
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ut some sidemen didn't like it
t all. Ellington called Woodyard

n Boston and asked him to rejoin

mbers' fi
es was wearing a
watched him sign his
\ame on a girl — right on her

flesh, next to her bikini. | heard

|
that Gonsalves fell asleep on the
each after a concert, and that

e in the moming he

ur; but Woodyard

e that the band was
vood Forest))

o different from any

other band. They didn't always
play together This wasn't
Ellington’s best trumpet section.
and Lawrence Brown didn't
have his best chop:

Maybe some people thought

that the band didn't But you

have to smil rder to
enjoy what you are doing — or
to be a professional. These guys
were pros, and they didn't have
to show emotion. Hodges never
looked like he cared, even in

old films from the Thirties. The

proof that he cared is that he was

able to create such wonder

Hearing Hodges play just one

ote under the stars

Pins was like a rain of diamonds.
Russell Procope told me,

‘Maybe you have the impression

that | play the same solo on The

Mooche' night after night. But

every day | change just a phrase,
just a lttle bit. It's always fresh
for me. I'm not tired of playing
such beautiful music, [especially]
in such a b

This was my first time hear
in concert West Indian Pancake
The Trip, La Plus Belle Africaine,
and The OId Circus Train Turn-
around Blues, all of which | saw
the band rehearse. The Matador
(EI Viti) was nearly new, and Half
the Fun and Madness in Great
Ones were not usually played in
concert. And Hodges didn't play
The Star-crossed Lovers that
often. This version was slower
more majestic than ev

| remember that tt va
new arrangement of Chelsea
Bridge that Billy Strayhor had
done, and that the band was real

ly playing for him. Strayhom was

%S -nof -t Peal Condtron, Buftue
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ELLA & DUKE

fleys, Black and Tan
ondition was poor, he w He had such enthusiasn Fantasy, Creole Love Call, The

the music
| could see the scarf that he didn't care if it was the thousandth ~ Mooche — they sounded

wore, where he it o ersion of Cotton Tail or Take
t wit the “A" Train. I t tt
ade el th

-

other groups
sroundbreakir

man as Harry Carne c category. You know that

nterest for them thing will never happen again.
Claude Carriére
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