Duke Ellington a son sommet.
Point final. Le texte de pochette
le plus concis et le plus juste
depuis 'invention de la pochette.
Non, cher lecteur, c’était trop
beau et trop simple. El

a gravi et en gravira bien
d’autres. En témoignent déja les
trois premiers albums doubles de
la série des “‘indispensables’.
troisiéme, qui couvre I'année 40
est un disque de chevet, a distri-
buer aux enfants des écoles et
aux éléves de tous les conserva-
toires. Indispensable comme
I’air, I'eau et le feu. Beau comme
P’antique, moderne comme le

Duke Ellington at his peak. We
could perhaps leave just those
five words to set a world record
for the shortest ever sleeve-note.
But it would be an inaccurate
over-simplification, for Duke
had already made numerous
outstanding recordings and
would go on to make many
more. Witness the three prece-
ding double albums in this
““Indispensable’” series, espe-
cially the third (Vols 5/6 on
French RCA PM 45352), devo-
ted to the single, fertile year of
1940 and which constitutes a
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Duke Ellington 2 son sommet.
Point final. Le texte de pochette
le plus concis et le plus juste
depuis I'invention de la pochette.
Non, cher lecteur, c’était trop
beau et trop simple. Ellington en
a gravi et en gravira bien
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Duke Ellington at his peak. We
could perhaps leave just those
five words to set a world record
for the shortest ever sleeve-note.
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ellingtonienne — , que grandiose et pathétique
voix de la trompetie grande ouverte, Cootie Wil-
liams, héros définitif d*un chef ¢’ceuvre indiscuta-
ble, Concerto pour Cootie, gravé pour éternité en
mars 1940, Cootie Williams, tout simplement, s'en
va, Ie 2 novembre de la méme année. Benny Good-
man I'a débauché, avec la promesse d'un paquet de
dollars e d’une renommée qua I'époque un
orchestre noir, fit-il le plus grand, ne peut offrir
On prédit la chute prochaine du duché et e ch
dorchestre Raymond Scot fait un tabac avee une
chanson triste qui a pour titre, ¢’est 4 peine croy
ble, When Coorie 1t the Duke...
Quand Cootic quitte le Duke, un premicr rempl
Gant est sollcité, Walter Fuller, épatant trompet-
tiste et vocalistc qui, aprés avoir animé le “Grand
Terrace™ de Chicago au sein de I'orchestre d'Earl
Hines, s'appréte a y diriger son propre groupe
Une aubaine qui I'améne sans doute a refuser
Folre dEllnsion, lequel se end un soir dans un
club du South Side de Chicago, le Joes De Lux
pour Gcouter un auire trompetiste, qui sat aussi
jouer du violon, chanter et R e
T'engage. Le 7 novembre 1940, Ray Nance sort de
sa valise magique ses instruments et ses facétie
pour un premier gig au Crystal Ballroom de Fargo,

ota du Nord. Aprés avoir connu un
début de renommée chez Earl Hines puis chez
Horace Henderson, Raymond Willis Nan heu-
reux comme poisson dans I'eau, va rester chez le
duc un bon quart de siécle.

Take the “A” Train

Belle preuve de confiance et de reconnaissance
ok i s dedabia o et e par
tie solste de Ia premiére ceuvre enregistree en 1941,
Take the A" irain, sur un theme qu deviendra
bientot 'indicatif de orchestre et dont la mélodie.
accroc et bien cambrée, en [e:m

“‘standard” inoxydable. Take the “A” Train fait
référence & une ligne du métro ne s qui vous
conduit de la 59° 2 la 125¢ rue, au ceeur de Harlem.
Cet exe le, en tempo moyen-vif, qui
oppose, & la maniére des orchestatons de Fletcher
Henderson, un théme joué par les saxophones &
P'unisson & des mmnwmm assurées par les c
vres, est la_composition la plus célébre de Billy
Strayhorn, Depuis qu'il est arrivé a New York en
février 1939, *‘Weel ou e Pea’, s'est trés
vite intégré 4 I"‘organisation Elington’ Lors de
leur premiére rencontre, en décembre 1938, Billy
avait interprété devant le Duke quelques-unes d
ses chansons. En premier lieu, Lush Life,
Something to live for, qu'Ellington enregistre dés
le mois de mars 1939, Ce itre a un tel succes que le
Duke, d’abord séduit par les textes de Strayhorn,
lui demande d’écrire aussi des arrangements et des
compositions personnelles. Ses premiers tra
sont destinés aux petites formations que di

pour le disque quelques-unes des stars de I'orch
tre. Billy voyage ensuite avec la troupe, écoute
attentivement les musiciens, étudie les partitions du
Duke, s'imprégne des sonorités, des alliages, des
couleurs, des ambiances, de la fason qu'a Elling
ton d'utiliser au mieux chaque soliste. Le secret de
Phabilité de Strayhom a é musique
authentiquement cllingtonienne, réside dans cette
fréquentation approfondie et quotidienne du
Duke, de scs musiciens et de ses partitions. De leur
fagon de vivre également; il faut savoir, disait
Ellington, comment un gars joue au poker pour
bien éerire pour lui.

En 1941, le Macstro confie & Billy le soin d’enrichir
le répertoire de son orchesire. /

Train, After all, puis Raincheck, Clementine,
Chelsea Bridge, My little brown Book, Johnny
come lately, I don’t mind et Just a-se

rockin’, ces deux den

d'une collaboration si étroite qu'il nous est

aujourd’hui impossible de faire la part de chacun
des auteurs. Sans parler des nombreuses partitions
qurert Billy pou es petcs formatons, d
auxquelles un volume spécial de I
Ellington sera entiérement consacré. Cette collabo-
ation, unique dans les annales de la musique, se
poursuivra sans heurt et sans ombre jusqu'a la
mort de Strayhorn en 1967 (cf. “And his mother
called him Bill”, RCA NL 89166).

nséquence d’une sombre guerre que se livrent les
deux grandes solés s de droits d’auteur américai-
nes, AS( 1 BMI, le Duke ne peut pendant
quelques mois st e
de Strayhorn est le bienvenu. Ellington sollcite
aussi son fils Mercer qui a suivi son pére sur la Cote
Ouca! en 1941 et qui recoit de celui-ci quelques

“TI me posait des problé-

mes, raturait ce qui lui paraissait de mauvais gofit,
et crivait des harmonies sur lesquelles je devais
écrire des méloc 1l n’y a rien de tel que
rience pratique, ¢ quand I'orches
arrangemen
comme Moon

pour moi aussi instructif que gmmum
ux deux premiers titres, qu'on t
présent album, il faut ajouter hm.pm punlxmv et
/ohr' Hardy’s
ellingtoniens, que le Duke, pour citer leur signa-
taire,  sans doute “‘presque écrits par omission””
La premiére des quatre faces est entiérement dévo-
lue & des ceuvres de Strayhorn et de Mercer Elling-
ton. A lexception de Are you sticking, dernier
concerto composé par Duke pour Barney Bigard,
mense clarinettiste qui s'en ira la mort dan
I'ame, en juillet 1942, fatigué des mauvaises condi-
tons de voyage imposées par la gurre, et Jelne
marié impatient de se fixer... et de The Giddybug
G ot e el e ce i e solies
virtuoses. Bigard et Johnny Hodges y font la
preuve qua époque, on savait déja, sans peine
apparente, jouer des déluges de notes

Jump for Joy

La deuxiéme face, quant 4 elle, est aux six-
huitiémes consacrée 4 des airs du show Jump for
Joy, dont Ellington était le principal compositeur
et qui fut donné pendant trois mois au Mayan
Theater de Los Angeles. Jump for Joy, “a sun-
tanned revu-sical”” doit enterrer une bonne fois
pour toutes 'oncle Tom, image stéréotypée qui est
donnée du Noir sur les scénes de Broadway et dans
les studios de Hollywood. Un des numéros de la
revue a d'ailleurs pour titre Uncle Tom’s Cabin is a
drive-in now... Parmi les vedettes du show, on
reléve les noms du chanteur de blues Joe Turner,
de Mary Bryant, de Dorothy Dandridge, d’un trio
de danseurs, Pat, Skiller and Pan... Ivie Anderson
et les musiciens de I'orchestre participent également
ne 4 la réussite d’un
haut et fort, mais subilement, Ia dignité d'un peu-
ple, Ia force et I'originalité d’une expression artisti-
que. Six des chansons les plus belles de Jurmp for
Joy ont_ éé par chance enregistrées 2 Hollywood
entre juin et septembre 1941 : Jump for Joy, I got
it bad and that ain’t good, Chocolate Shake et
Rocks in my Bed, interprétées par Ivie Anderson et
quelques grands solistes, dont un Johnny Hodges
sublime, Brown skinned Gal in the calico Gown,
chanté par Herb Jeffries, et Bli-bip, prodigieuse
envolée de swing autour de Ray Nance, trompet-
tiste et chanteur, et de Jimmy Blanton, contrebas-
siste de génie, dont le dialogue avec l'orchestre,
magistralement consu par le compositeur, est un
de Palbum. Blanton, &
1941, devra, malade, quitter I'orchestre
mourra de la tuberculose le 30 juillet 1942,  I'age
de vingt-et-un ans... L'arrache-coeur pour ses com-

pagnons, un héritage dans lequel les
n'ont pas cesser de puiser.

Mille et une merveilles nous attendent encore, &
chaque tour de plateau. La gréce de Clementine, et
le soleil de Raincheck, composé par Strayhorn un
jour de pluie en Californie, cadre d’un solo formi-
dable de Ben Webster, C

ntrebassistes

, représen-
), sur un théme qui
renvoie aux Valses nobles el sentimentales de
Ravel, une ceuvre que Billy ne découvrira qu'un an
aprés. Et puis les inaltérables Perdido et C jam
Blues, What am I here for, interrogation téléologi-
Gue du Dike, symbole 'une évoltion incssante
qui le préservait de la tentation de vivre dans le
DM St allas At o conss oo
ICrhe e ot urleind i ok
recours  une surenchére de décibels, tandis que le
nombreux solos qui en font la substance démon-
trent en moins de trois minutes que I'éloquence
vraie se passe de bavardage.
‘Trois des quatre piéces ultimes de Palbum se réfé-
rent directement a la guerre qui fait alors rage :
Hayfoot strawfoot, le une-deux du bleu paysan qui
a encore de la paille dans les godillots, Sherman
Shuffle, pour donner de Iallure au char dassaut,
et A Slip of the Lip, un théme de Mercer Ellington
et Luther Henderson Jr., arrangé par Billy Stray-
Horn, un avertssement donné aux langues 10p
““Chut.... don’t talk too much, don’t know
o o much, ‘cause a lip of the lip can sink a slip”
un mot de trop peut couler un bateau... En cette
époque de désarroi, Pamour garde ses droits,
Johnny Hodges et Rex Stexart le chantent & leur
maniére dans Seniental Lady, itré Homed Por
gine, et qui deviendra, mis en paroles et légérement
Tiodii tats 2on" i méodie, 1a hasson
1 did't know about you.
Un dge dor s . annongant une ére de renou-
veau. Cependanl ue de son burcal e fichen
James C: r Petrillo_jette, le 31 jui 42,
TR T T e TeeT eI Geints s
disque. Un lourd silence s'abat sur les studios
jusqu'au 11 novembre 1944. Le prochain ep\sm‘k
de I"“Indispensable Ellington” s'ouvrira le
décembre 1944 sur I'm beginning to see the Light.
Ironie d’un hasard qui nous réserve bien d’autres
pirouettes
(1984)
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directing his artistic endeavours, at least as much as
he gave. A rarc example of teamwork, recalling
that of the great Renaissance painters
trokes of each contributing an
part of the whole.
Then, suddenly, a seeming catastrophe befell the
Ellington world. Cootie Williams, as stunningly
effective with the va-va mute —a fundamental
part of Duke’s jungle sound — as wi
toned, blues-tinged open trumpet, the undhpulcd
hero of the magnificent Concerto for Cootie recor-
ded for posterity in March, 1940, committed the
unutterable act of leaving the band in November of
that same year. Benny Goodman had lured him
away with a promise of dollars that no black
orchestra of the day, not even Duke’s, could hope
People predicted the demise of Elling-
ton, and bandicader Raymond Scott even penned a
sad little song entitled When Cootie Lejt the Duke.
Duke at fist ried to recrut Walter Fuler from the
Earl Hines *“Grand Terrace” orchestra in Chicago;
but Fuller, preparing to form his own group, decli-
ned. Duke subsequently wen along o a club on
@ uthside, De Luxe, to hear a
0 also pu\ed violin, sang and dan-
card, he signed him
on: 5o on 7ih November, 1940, Raymond, “‘ilh:
Nance unpacked his instruments at the
Ballroom in Fargo, North Dakota, for his 0|r~[ gm
with the Ellington orchestra. Already possessin
Somethisg of arepttation oIS diafs i Far
Hines and Horace Henderson, Ray Nance settled
in quickly and stayed on for a good quarter of a
century.

Take the ‘“‘A” Train

Fearlessly displaying his confidence in this remar-
kable new talent, Duke allocated him the solo
work on the very first piece the orchestra recorded
in 1941. Take the “A” Train, a catchy melody,
soon became the band’s signature tune, gradually
developing into an everlasting standard. The title
refers 10 the subway train running between S9th
Street and the heart of Harlem at 125th Street. This
exercise in style, pitched at a medium fast tempo
and, in the manner of Fletcher Henderson orches-
ratons, exploiing the use of a theme played in
unison by the saxophones with interjecti
S e
arrival in New York in the
February of 1939, “Little Swee’ Pea”, as Duke
later called him, had been rapidly assimilated into
the Ellington organisation.
Back at their first meeting in December, 1938, Billy
Strayhorn had played several of his songs for
Duke, among them Lush Life and Somerting to
Live For, which Ellington recorded the ng
March. Duke now asked him to wit some com-
he orchestra,

small groups drawn from vithin the ranks
of the band. Subsequently, Strayhorn, henceforth
in close dai s

ded to_pay careful attention to their playing, to
study Duke’s scores from within and to absorb the
sonorities and tone colours of the Ellington reper-
toire. Once familiar with this repertoire and with
the personalities of the various soloists, he proved
uncannily capable of penning l Eling:
tonian works. As Ellington himself remarked, y
oty e e
to write appropriate material for him.




In 1941 Duke mobilised Strayhor to expand the
e e St Bty A T and
After All were followed by Raincheck, Clemen-
tine, Che.’»‘m K 3

Johnny Come Lately, I Don’t Mind and Just a Sit

tin” and a Rockin’. The last two were the result of
such close co-operation between Duke and Stray-
horn that it is today impossible to distinguish who
wrote what. In addition, Billy penned numerous
further charts for the smallgroup recorcing scs
sions, which e shal be reising in  subsequent
double album entirely de this important
and aftractve siie of Elingtonia, The Ellngton-
Strayhorn collaboration, which remains unique in
the annals of music, continued successfully right
up until “Swee’ Pea’s” death in 1967 (cf. “And
His Mother Called Him Bill” on French RCA NL
89166)

As a consequence of a dispute between the two
American music copyrigh ASCAP
end BMI. Duke wze for several months prevented
from play own compositions; Strayhorn’s
work thus el opeg . Ellington
also called upon the services of his son Mercer,
who had accompanied him down to the West
Coast in 1941 and who was now receiving some
informal training from his father. Mercer has him-
self recounted how Duke set him to work, subse-
quently scoring out 1 sctions he i ke el
getting him to write melodies from given harmo-
nies. Mercer went on to express how gratifying an
cxperiente i was 10 hear the Orchesra. Paying
arrangements he had written under Duke’s super-
vision : Moon Mist, Blue Serge, Things Ain’t
What They Used To Be and The Girl in My
Dreams, for example. To the first two of these
les, both included in the present album, one should
also add Jumpin’ Punkins and John Hardy's Wife,
Ellingtonian masterpieces that Duke, fo quote
Mercer, “virtually wrote by omission
‘The first of this double album’s four sides is devo-
ted principally to works by Strayhorn and Mercer
Ellington. But there are two exceptions. The first
Al Sticking ? was Duke’s last concerto for
y Bigard, an immensely talented clarinettist
Who Ioft the orchestra in July, 1942, weary
tigowrs of wartime travling ind, 8 & newly wed,
anxious to settle down. The second, Giddybug
Gallop, is a powerhouse piece for the orchestra and
its virtuoso soloists, on which Bigard and Johnny
Hndges prove hateven at s early date, and with
no aj , musicians were perfectly capa-
B roing ot 2 dckiee of mois,

Jump for Joy

The second side is three-quarters given
numbers from the show Jump For Joy, of whi
Elingion ws principal composer and which ran
for three months at the Mayan Theater in Los
Angeles. “A sun-tanned revu-sical”, Jump for Joy
om, a stereotyped image of
ated by Brozdway and Holly-
wood. Indeed, one of the numbers bore the revea-
ling title Uncle Tom’s Cabin is a Drive-in Now.
Among the show’s featured stars were blues singer
Joe Turner, Mary Bryant, Dorothy Dandridge and
a trio of dancers called Pat, Skiller and Pan. Ivie
Anderson and the whole orchestra participated on
in a performance that loudly and clearly,
ough nevesthcless ubily, affimed the digaty of
a people, and the force and originality of a form of
artistic expression
Six of the most attractive songs from Jump j 717/‘ Joy
yiere recordedin Hollywood from June t Septemn
ber, 1941. Jump for Jo) t it Bad, Chocol Iu[L’
akes and Rocks in .1\ P sung by Ivie
e e o e
including some sublime Johnny Hodges. Brown

Skinned Gal features singer Herb Jeffries, while
Bli-blip swings prodigiously around the trumpet
ontributions of Ray Nance. On the last,
Jimmy m,uum., bass partakes in a beautifully
dialogue with the orchestra, one of the
ik pois OFthe whole albm, Basion, e
vative genius, was forced by il to leave the
orchestra in the autumn of 1941. He died of tuber-
culosis on 30th July, 1942, at the age of just
enty-one, but having bequeathed a heritage that
eraing Vasd o (i day:
The remainder of the album reveals multiple other
treats : the grace of Clementine.and the sunny
mood of Raincheck; ter composed by Stray-
horn on a rainy Californian day and the opportu-
nity for a remarkable solo from Ben Webster;
Cheleg Bridge, inspired by a Wrisler panting ©f
it seems) and reminiscent of
A
that, Lurlnuxlv Billy Strayhorn discov Lnd only a
year later; the ever reliable Perdido > Jam
Bies; What A I Here For ueleuloau'xlml -
roga Duke, symbolising his incessant evolu-
tion and determined refusal 0 remain tied to the
past; and Main Stem, alias Alitude, on which the
orchestra generates an intense swing without
recourse (o excess decibels, and wherein a string of
admirable solos illusirate, in the space of less than
dhree minutes, that loquence need not mean ver-

osity.
Three of the album' lat four iles efer o war.
i layfool, Strawfoot, the one-two
of & peasant greénhorn with his boots sl covered
in straw; Sherman Shuffle, a musical tribute to a
tank; and Slip of the Lip, a theme by Mercer
Ellington and Luther Henderson Jr, arranged by
trayhorn, warning of the security dangers of
careless talk. But even during the trying times of
war, love manag
rate with Sentimental Lady. This pcce was oig:
nally entitled Home, later becoming — with added
it and sy modifed eladicline - IDidn't
Know About Yo
A solden 3¢ of Ellingtonia was by now drawing 1o
aclose, preaginga further period of change. With
Musi Union boss, James Caesar Petrillo,
harshly Iaunching a commercial recording bah on
31st July, 1942, an uneasy
the studios, practically muting them through until
1ith November, 1944. The IVL\! episode of the
“Indispensable Duke Ellington” will open on lst
Detenber 194, Wit T Begimirg 1o Sie the
Light, an amusing irony that predictes further fas-
cinating twists of fate
Trensstion by Don Waterhouse
Original reissue produced
by Jean-Paul GUITER in 1984,
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Solistes / Soloists

Ellington (), Nance (tp) 6-
Greer (dm), Ellington (p), Bigard) (c]), Carney
(bs)
Elingion, (). Car . Stewart (tp)
n (tb) 8
art (tp), Nanton (tb) Ellington (p), Webs

Strayhorn)
THE GIDDYBUG GALLOP (D. Ellington)

Ellington (p), Nance (v), Hodges (as), Brown
- CHOCOLATE SHAKE (D. Ellington - P. Webster)
1 GOT IT BAD AND THAT AIN'T GOOD (D. Ellington -

P. Webster)

- CLEMENTINE (B. Strayhorn)

- BROWN-SKINNED GAL IN THE CALICO GOWN
(D. Ellington - P. Webster)

- JUMP FOR JOY (D. Ellington - S. Kuller -

FIVE O’CLOCK DRAG (D. Ellington)

PBS 061.318-1
, Ellington (p), Stewart (tp)
PBS 061.319-1

(voc), Nance (tp),

@
Ellington (p), Anderson
Car )

own ((
wn (tb), N

P. Webster) 1 (tb) Strayhorn n (cel),
PBS 061.684-1
1

B
PBS 061. (ip), Nanton (tb) Big

ROCKS IN MY BED (D. Ellington)
- BLI-BLIP (D. Ellington - S. Kuller) PBS 061.686-1
DISQUE2

CK (B. Strayhorn)
KNOW WHAT KIND OF BLUES I
(D. H]mg(um
CHE A BRIDG
)
S (D. Elington)

PBS 061.941-1

PBS 061.943
(B. Strayhorn) phiat

R (D. Ellington)

A 0l
. 1 DON'T MIND (H rayhorn - D. Ellington)

INE (D. Ellington)
LITTLE BROWN BOOK (B. Strayhorn)
MAIN STEM (D. Ellingion)
- JOHNNY COMES LATELY (B. Strayhorn)
- HAYFOOT, STRAWFOOT (H. Lenk - E. Drake -
P. Mc Grane)
ENTIMENTAL LADY
(1 DIDN'T KNOW ABOUT YOU)
(D. Ellington)
- A SLIP OF TH!
M. Ellington)
16- SHERMAN SHUFFLE (D. Ellington)

BS 074.781-1

BS 074.782-2

LIP (CAN SINK A SHIP) (L. Henderson -

RENSEIGNEMENTS DISCOGRAPHIQUES/DISCOGRAPHICAL NOTES

Nanion (tb), Hodges
Greer (dm), Ellington (o)
(p), Anderson (voc)
Ellington (p), Ho
Ellington (p), Hodg
wart (tp)

Nance (tp), Ste

arney (bs)
Anderson (

oc), Hod

d (cl) & Brown (b),
(cl) & Brown (tb), Jeffries
Str ly\th(;H Webster

Tizol (vib)
Ellington (p), C ),

orn (p), n (tb}
Stewart (tp), Anderson (
Ellington (p), Hox

Hodges (as)
, Brown (tb), Haughton (c),
(tp)

trompette
tromb

batterie - drums

Rex STEWART (tp), Ray NANCE (

= (tp, 3
NANTON (tb), Juan TIZOL (vtb), Otto HARDWICK,

Lawrence BROWN, Joe
Johnny HODGES (as);

ER (ts), Barney BIGARD (cl, ts), Harry
el sur/on 5, 1, 3', 10" et 1
NDERSON (voc

ARNEY (bs, L“ Duke ELLINGTON,
Fnd GUY (g my BLANTON (b),
10, 13, 15, 8, & 13', Herb JEFRIES

Hollywood, 15 février 1941 (15/2/1941)
Hollywood, S juin 1941 (5/6/1941)
Hollywood, 26 juin 1941 (26/6/1941)

2 juillet 1941 (2/7/1941)

, 26 septembre 1941 (26/9/1941)

Junior” RAGLIN (b) remplace replaces Jimmy BLANTON
Hollywood, 2 décembre 1941 (2/12/1941)
er 1942 (21/1/194;

26 février 1942) (26/2/1942)

26 juin 1942 (26/6/1942)
Chauncey HAUGHTON (cl, ts) remplace/ replaces Barney BIG,

juillet 1942 (28/7/1942)
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THE INDISPENSABLE DUKE ELLINGTON

VOL 7/8 (1941-1942)
CD I CD 2

TAKE THE "A TRAIN" (B. Strayhom) D 1941 2'54 RAINCHECK (B. Strayhorn) ® 1941 22

JUMPIN' PUNKINS (M. Ellington) 941 3 2 - I DON'T KNOW WHAT KIND ®1941 3

JOHN HARDY'S WIFE (M. Ellington) ® 1941 37 OF BLUES I GOT (D. Ellington)

BLUE SERGE (M. Ellington) ® 1941 320 3- CHELSEA BRIDGE (B. Strayhom

AFTER ALL (B. Strayhom 941 32 ¢ - PERDIDO (J. Tizol)

ARE YOU STICKING ? (D. Ellington ® 1941 301 5-THE C JAM BLUES (D. Ellington)
7. JUST A-SETTIN' AND A-ROCKIN' a1 33 MOON MIST (M. Ellington)

(D. Ellington - B. Strayhom) WHAT AM I HERE FOR (D. Ellington)

-THE GIDDYBUG GALLOP (D. Ellington) 1941 33 3 - 1 DON'T MIND (B. Strayhom - D. Ellington

CHOCOLATE SHAKE (D. Ellington - P. Webster) @ 1941 2'S0 -SOMEONE (D. Ellington) ® 1942
10-1GOT IT BAD AND THAT AIN'T GOOD 941 3 10- MY LITTLE BROWN BOOK (B. Strayhom) ~ ® 1942

(D. Ellington - P. Webster) - MAIN STEM (D. Ellington) ® 1942 2
1 ""“T&N;';'\T,:‘ (®. S”“-"““"‘;’N %1 2! - JOHNNY COMES LATELY (8. Strayborn ® 150 24
12- BRO -SKINNED GAL IN ® 1941 3 12 ; T )

THE CALICO GOWN (D. Ellington - P. Webster) S i
13- JUMP FOR JOY (D. Ellington - S. Kuller - P. Webster) @ 1941 2'52 1 . SENTIMENTAL LADY ® 194 25
14- FIVE O'CLOCK DRAG (D. Ellington) ®1941 3'10 (I DIDN'T KNOW ABOUT YOU) (D. Ellington)
15- ROCKS IN MY BED (D. Ellington) ® 1941 305 15-A SLIP OF THE LIP (CAN SINK A SHIP)
16 - BLI-BLIP (D. Ellington - S. Kuller) ® 1941 303 (L. Henderson - M. Ellington)

16 - SHERMAN SHUFFLE (D. Ellington)

@ This compilation ® 1992 BMG France
© 1992 BMG France
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