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4 Duke Introduces Cook & Tune 26 4_Duke Calms Crowd; Introduces Nance & Tune 42
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* 13_Part lll - Newport Up . ELLINGTON-B. STRAYHORN (LIVE) 533 13_Part Il - Blues To Be There D. ELLINGTON-B. STRAYHORN (PRODUCTION) 7:48
14_Duke Announces Hamilton, Gonsalves, & Terry/Duke Introduces Carney & Tune 25 . 14_Duke Announces Nance & Procope; Introduces Part Ill (PRODUCTION) 16
15_Sophisticated Lady . ELLINGTON-L MILLS-M. PARISH (LIVE) 352 15_Part Ill - Newport Up D, ELLINGTON-B. STRAYHORN (PRODUCTION) 520
16_Duke Announces Grissom & Tune (LIVE) a7 16 _Duke Announces Hamilton, Gonsalves, & Terry/PAUSE/Duke Introduces Johnny Hodges (PRODUCTION) 41
* 17_Day In, Day Out _R. BLOOM-J. MERCER (LIVE) 350 . 17_1 Got It Bad (And That Ain't Good) _D. ELLINGTON-F WEBSTER (PRODUCTION) 347
18 _Duke Introduces Tune(s) and Paul Gonsalves Interludes (LIVE) 2 * 18 Jeep's Blues D. ELUNGTON-J. HODGES (STUDIO) 431
19_Diminuendo In Blue and Crescendo In Blue 0. ELLINGTON (LIVE) 1420 19_Pause Track 06
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21_Pause Track 06
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Ellington At Newport 1956 (Complete) issues—ior the
first time—the entire concert as performed. Another first, the
music is issued in stereo. The announcements are in mono, as
are Disc Two, Tracks 8 through 18, which contain the end of the
event, the production tracks prepared by Columbia Records in
1956, and studio recordings made two days after the concert.

DISC TWO, TRACKS 10-15 & PART OF 16
WERE ISSUED ON THE ORIGINAL ELLINGTON AT NEWPORT,
CL 934 (LP).

DISC TWO, TRACK 17
WAS ISSUED ON CL 933 (LP).

PRODUCTION MASTERS USING MUSIC FROM
DISC ONE, TRACKS 3, 7, 15, & 19 AND

DISC TWO, TRACKS 3 & 7

HAVE BEEN ISSUED ON

CL 933 (LP), CL 934 (LP), AND C2 38262 (LP).

ALL OTHER MUSIC IS UNRELEASED,
AS ARE MOST OF THE ANNOUNCEMENTS.

INDEX TRACKS:
DISC ONE: TRACKS 2-4, 612, 14, 16, 18-21
DISC TWO:TRACKS 1-10, 12-14, 17,19

DISC ONE:
TRACKS 1-6, 8-14, 16-18, 20 ORIGINALLY RECORDED 1956;
TRACKS 7, 15, 19 ORIGINALLY RELEASED 1956

DISC TWO:
TRACKS 1, 2, 4-6, 8, 9 ORIGINALLY RECORDED 1956;
TRACKS 3, 7, 10-18 ORIGINALLY RELEASED 1956
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DUKE ELLINGTON & HIS ORCHESTRA

Duke Ellington, p; Cat Anderson, Willie Cook, tp; Quentin Jackson,
Britt Woodman, tb; John Sanders, vib; Harry Carney (bs), Paul
Gonsalves (ts), Johnny Hodges (as), Russell Procope (c! & as),
reeds; Al Lucas, b; Sam Woodyard, d

Note: Father O'Connor errs in his introductions. It is Quentin
“Butter" Jackson, not Lawrence Brown on trombone. Jimmy
Hamilton, Ray Nance, Clark Terry, and Jimmy Woode missed this
early set. Ellington alumnus, Al Lucas, who was with Teddy Wilson,
subbed for Woode. Duke Ellington only conducts on the “Star
Spangled Banner.”

STAR SPANGLED BANNER DISC 1, TRACK 1
BLACK AND TAN FANTASY DISC 1, TRACK 3
Solos: Russell Procope, as; Cat Anderson, tp; Duke Ellington, p;
Butter Jackson, tb; Russell Procope, cl; Cat Anderson, tp

TEA FOR TWO
Solos: Duke Ellington, p; Wilie Cook, tp

DISC 1, TRACK §

LATE SATURDAY NIGHT, JULY 7, 1956 INTO EARLIEST SUNDAY MORNING, JULY 8, 1956
Note: The Duke Ellington Orchestra returned to the stage at 11:45PM, most of their second set was after midnight, performed on Sunday 7/8/56.

DUKE ELLINGTON & HIS ORCHESTRA

Duke Ellington, p; Cat Anderson, Willie Cook, Ray Nance, Clark
Terry, tp; Quentin Jackson, Britt Woodman, tb; John Sanders, vtb;
Harry Carney (bs), Paul Gonsalves (ts), Jimmy Hamilton (cl),
Johnny Hodges (as), Russell Procope (cl & as), reeds; Jimmy
Woode, b; Sam Woodyard, d; Ray Nance also sings on “Tulip Or
Turnip”; Jimmy Grisson, vo, “Day In, Day Out"

TAKE THE A TRAIN DISC 1, TRACK 7

Solos: Duke Ellington, p; Ray Nance, tp; Ray Nance, tp, solo
exchanges with band.

NEWPORT JAZZ FESTIVAL SUITE [live]

PART | - FESTIVAL JUNCTION DISC 1, TRACK 9
Solos: Jimmy Hamilton, cl; Willie Cook, tp; Paul Gonsalves, ts;
Britt Woodman, tb; Harry Camey, bs; Butter Jackson, tb; Russell
Procope, as; Cat Anderson, tp

PART Il - BLUES TO BE THERE DISC 1, TRACK 11
Solos: Duke Ellington, p; Russell Procope, cl; Ray Nance, tp
PART Ill ~ NEWPORT UP DISC 1, TRACK 13
Solos: Jimmy Hamilton, cl; Clark Terry, tp; Paul Gonsalves, ts
Exchanges: Terry; Hamilton; Terry-Gonsalves-Hamilton-Terry 8s;
(Gonsalves-Hamilton-Terry-two times-Gonsalves-Hamilton 4s;
Terry-Gonsalves-Hamilton 2s three times; Terry

SOPHISTICATED LADY
Solo: Harry Carney, bs

DISC 1, TRACK 15

DAY IN, DAY OUT DISC 1, TRACK 17
DIMINUENDO IN BLUE and
CRESCENDO IN BLUE DISC 1, TRACK 19

Solos: Duke Ellington, p; Duke Ellington, p; Paul Gonsalves, ts;
Duke Ellington, p; Johnny Hodges, as; Cat Anderson, tp

1GOTIT

AND THAT Alll"l' GOOD) [live] _ DISC 2, TRACK 2
Solo: Johnny Hodges, as
JEEP'S BLUES [live) DISC 2, TRACK 3
Solos: Johnny Hodges, as
TULIP OR TURNIP DISC 2, TRACK 5
Solos: Britt Woodman, tb: Ray Nance, tp;
Willie Cook, tp obbligato (faint)
SKIN DEEP DISC 2, TRACK 7
Solos: Sam Woodyard, d
MOOD INDIGO " DISC 2, TRACK8



DI
LIVE JULY 7-8,1956 & STUDIO, JULY 9, 1956

WITH POST-PRODUCTION

DUKE ELLINGTON & HIS ORCHESTRA

Duke Ellington, p; Cat Anderson, Willie Cook, Ray Nance, Clark
Terry, tp; Quentin Jackson, Britt Woodman, tb; John Sanders, vtb;
Harry Carney (bs), Paul Gonsalves (ts), Jimmy Hamilton (cl),
Johnny Hodges (as), Russell Procope (c! & as), reeds; Jimmy
Woode, b; Sam Woodyard, d

1 GOT IT BAD

(AND THAT AIN'T GOOD) [production]  DISC 2, TRACK 17
Solo: Johnny Hodges, as

Note: With canned applause and reverb, this is the live
performance repeated, but in mono Hodues mlsplayed noles m
the opening are replaced wi

NEWPORT JAZZ FESTIVAL SUITE [production]

PART | - FESTIVAL JUNCTION DISC 2, TRACK 11
Solos: Jimmy Hamilton, cl; Willie Cook, tp; Paul Gonsalves, ts;
Britt Woodman, tb; Harry Carney, bs; Butter Jackson, tb; Russell
Procope, as; Cat Anderson, tp

PART Il - BLUES T0 BE THERE DISC 2, TRACK 13
Solos: Duke Ellington, p; Russell Procope, c!; Ray Nance, tp
PART Iil - NEWPORT UP DISC 2, TRACK 15
Solos: Jimmy Hamilton, cl; Clark Terry, tp; Paul Gonsalves, ts
Exchanges: Terry; Hamilton; Terry-Gonsalves-Hamilton-Terry
8s; Gonsalves-Hamilton-Terry-two times-Gonsalves-Hanmilton 4s;
Terry-Gonsalves-Hamilton 2s three times; Terry

Note: The music is from the studio session of Monday, July 9, 1956.
Father Norman 0'Connor's comments are from the concerts start,
Duke’s early and aborted set. The solo credits at the end of Part | are
real, but all of Duke's other amouncements were vecmded in the
studio. This studi is

Newport stage ambiance mixed to phony applause with reverb.
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MONDAY JULY 9, 1956 (STUDIO SESSION)

DUKE ELLINGTON & HIS ORCHESTRA

Duke Ellington, p; Cat Anderson, Willie Cook, Ray Nance, Clark
Terry, tp; Quentin Jackson, Britt Woodman, tb; John Sanders, vib;
Harry Carney (bs), Paul Gonsalves (ts), Jimmy Hamilton (cl),
Johnny Hodges (as), Russell Procope (cl & as), reeds; Jlmmy
Woode, b; Sam Woodyard, d

TUNING UP/FESTIVAL JUNCTION

(NEWPORT JAZZ FESTIVAL

SUITE’S PART I) -Tk 1—Patter DISC 2, TRACK 9
Note: Only Jimmy Hamilton on clarinet and Duke on piano are heard
after the tune-up.

JEEP’S BLUES [studio]
Solos: Johnny Hodges, as

-Tk1_DISC 2, TRACK 18

GUIDE TO TRAGK IN

Track Two

1 2 4 & 6=Father 0'Connor.

3'85=Duke’s asides.

7=0'Connor starts band

introduction.

8-20=individual introductions.
21=Duke Ellln?ton speaks.

22=ambiance {0 music.

Track Slx
0 Duke off mike
Duke mlms Willie Cook.

= Father 0'Connor.
3 11= 0’ Conncr announces
Duke is l(%avmg stage bm
Thank YnuL and aeknwt edge-
ments start (5) patrons, the
Lorillards (6), producer Wein
(7). afternoon performers (8),
afternoon speake‘r)sd (9), a!ﬁs)
noon program producers 3
Marshall%keams 1).

Track Ten:

1=Duke’s annnuncmn used in
Production
2=unissued pomun of Duke's
announcement.
3=ambiance.

Track Eleven:
1=unissued mi
2=Procoy clannet solos end
used in Production Master.-
3=Ray Nance's solo used in
Ptoductlon Master.

= returned to unissued music.

1 %sbuke‘s announcmn used
in

3& 4=umssuad rlmn of
Duke's stage work.

Track Eighteen:

0=Duke “don't go away."
1=announces Grissom.
2=intros “Diminuendo
g} Blue” & “Crescendo In

3=annollmces Gonsalves'
ral
4=ambiance.

Track Nineteen:

1=music starts.

2 Paul Gonsalves 27
chorus solo.

3=mono stretch in

Duke's solo.

4=return to stereo.

5=mono stretch in

trombone section portion.

6=relurn lo slereo.

Track Twenty:

1=Duke off mike.

2 & 3=real announcements,
no production work. -
4=unissued announcing.

1-re led overlap from
é“’:’m s
2=Duke speaks.

Track Two

1=music

28 3=bad nom that are
replaced in production master.
4=apﬂlause.

S=talk.

Track Five: 1=music.
2=George Wein announces
over coda.

Track Six:
1=Duke hints at drum feature.
2=Wein announces concert’s

end.
3=Wein, off-mike, tells Duke
to stop.

4=crowd.
5=Duke asks to say goodnight.
B=Wein gives OK bul warns
about more music.
7=Duke snap-claps to get
band’s attention.

uke addresses crowd,
introduces Woodyard.
10=applause.

Track Elgm

2=Duke says goodnight over
musi

&mussc concludes.

4=applause, packing up begins.

Track Nine:
1=tuning up.
2=Duke’s comment.

- "
: &Eg ownsen lake slal

e.
4—lak

Jlmmy Hamnllon and Duke
Ellington’

6=Duke slnkes piano.

7=banter concludes.

8=Duke continues patter.

9= take slate.

10=Duke continues, Townsend

11=pause between excerpts.
12=end of Russell Procope’s
clarinet solo, replaced by the
amal musm in the production

13=Ray Nance's solo, replaced
by the actual music in the pro-
duction master.

Track Twelve:
1-Duka‘s actual concert solo

2 Duke's studio announcement.

Track Thirteen:

1=studio music.

2=end of Procope’s clarinet
solo, from actual concert.
3=Nance's solo from actual

concert. e
4=return to studio music.

Track Fourteen:
1=Duke's actual concert solo

credits. .
2=Duke’s studio announcement.

Track Seventeen:

0=Duke’s announcement.
1=actual Newport music.

2 & 3=Hodges studio playing
fo replace bad notes.

4=actual Newport music.
5=Duke's announcement.



Following are George Avakian’s original LP liner notes

lowing everything else, including the incroduction

written expressly for chis recording at Newpore,

Duke Ellingcon’s performance of Diminuendo and

Crescendo in Blue in the last set of the 1956 Festival curned
into one of the most extraordinary moments in the history

of this annual event

Within an hour, reporters and critics were buzzing about it
By next morning, it was generally conceded to have been one
of the most exciting performances any of them had ever he

All were agreed that ic was a criumph of the good old rocking
(R&B, if you will) blues beat which has been too often missing
in jazz in the last fifteen years. All were also agreed chat it

couldn’t have happened to a nicer guy.



Typically, Duke was enjoyin

rocking
¢ had served notic

later, folloy

¢ of what was to come. Three

the long series of ensemble choruses.

g choruses that kicked
off Paul Gonsalves playing one of the longest and most unusual

Duke took over for two more rock
tenor sax solos ever captured on record,

Gonsalves played for ght choruses. Of that, more later,

ther three levels at least which this

body else starced in another p
L

rge sections of the crowd had already been on their feet
now their cheering was doubled and redoubled as the inter
reacting stimulus of a rocking performance and crowd
response heightened the excitement

Throughout the rest of the performance, there were frequent

bursts of wild danc erally acres

wl back ro the engine nything unexpected

happened on stage during our recording

I had a rare view
of the audience (at least 7,000 were still there

of the last night), Halfway

about midnight
rrough Paul’s solo, it had become
ous single living

ganism, reacting in waves like

us injury

Jowr
sles (the ¢ y arca between the boxes e clevated
se was already jammed with leaping fans), producer
George Wein and one of the officers tried to signal Duke to
stop. Duke, sensing ehat to stop now mighe really cause a
riot, chose instead to soothe the crowd down with a couple

of quiet numbers

was an unsung hero whi

below the left front of the st he steps
leading up from the musicians tent behind the bandstand
From this vantage point, hidden from the crowd by a high
canvas, but visible from the shoulders up to the musicians,
Joegged on the band with nothing more than appreciation
and a rolled-up copy of the Christian Science Monitor. As
Duke (whose voice you can hear from time to time) drove
the band in Diminuendo and Crescendo,
first ¢ n the trombones and finally ch

gan holler C rest
of the nd joined in, and by the time Gonsalves had sprung
the dancers loose it seemed that bassist Jimmy Woods and
drummer Sam Woodyard were playing to Jo as much as to

anyone else. Even the super-placid Johnny Hodges, who will

was electric. But
r Duke | f was

in with the low-r¢

ster clarinets plumbing mi
the tension built anew. (Don't miss the thychm section’s
excruciatingly delayed return after the firse chorus with the
clarinets. What would normally be w d-bar break curns inco 7!)
With Duke and Jo still whipping up the band from opposite

sides of the st

An

the last choruses climbed to a climax topped

who booted

 rate Paul amc
feat at Newpor

¢ saxophoi

who else could have sustained 27 choruses with

or squealing or erying to take the play away from what really
counted—the beat. I can think of two or three ochers who
bue | just as easily can im
running into complications of their own makin,

might have done it ne them
Bue chat
maceers licele, because the point is that Paul did

liness. A “display” saxophonist would

bably have burned himself out within ten choruses, thus
the permanent value of this perform

happened to develop (although the crowd n

reducing

ance as it
ght have enjoyed
it just as much ac che time)




Thus, the Paul Gonsalves solo is not really a solo at all, buc
a leading voice supporced by many parts, and never letting
down the conception of those parts: the beat laid down by
the drums, bass and occasionally Duke’s piano, and equally
important the reacting support of the crowd, the girl who
danced, the enthusiasm of the rest of the band (which did
not play at all behind Paul, but which kepe the beat with
him and drove him on wich shouts of encouragement which
Paul must have sensed were something more than just routine

showmanship) and Jo Jones's wadded “Monitor.”

And as we were saying a thousand words ago, until D. and
C. came along, Duke figured to have been remembered ac
When
George Wein approached me with the idea of Columbia
stival, he said he had asked Duke
to write a composition for Newport; a few days later Duke

Newpore for his new work, written for this appearanc
recording at the 1956

played in New York, and agreed o finish the piece (which
he and Billy Strayhorn had already started) and to record ac
Newport. He came through handsomely, as the chree
movements of this Suice atcest, especially when one
considers that the band had had only two short rehearsals
while on the road prior to the Newport performance. The
Blues To Be There themes arc among the most memorable
bits of Ellingtonia to come along in years. By the way, note
how audience and orchestra (including Duke, usually quite
vocal in his cries of encouragement from the piano) are busy

concentrating on the new music during this performance

Opening the other side of this album, ahead of Gonsalves

Rides Again, is the Johnny Hodges showpicce, Jeep's Blues.

This, t0o, could be the top item in any other Ellingeon
collection. But Diminuendo and Crescendo was really the
climax of Ellington ac Newport '56 and the proof is right
here, uncut and already mellow.

The incroductory remarks at the start of this recording are
by Facher Norman J. O'Connor, Catholic chaplain of Boston

14

Universicy and one of New England's staunchest jazz

enthusiasts

From time to time, a flood of soloists appears in this album,
and it seems advisable to list them in the order of their
appearances. In the first movement of Festival Junction
(which is also the title of the movement itself) are Jimmy
Hamilton (clarinet), Ellington (piano), Willie Cook
Woodman

(trombone), Harry Carney (baricone sax), Quentin Jackson

(crumper), Gonsalves (tenor sax), Brite

(trombone), Russell Procope (alto sax), Cat Anderson

(trumpet).

Procope (this time on clarinet) and Ray Nance (trumpet) are
the soloists in the second movement, while Hamilcon and
Gonsalves are heard again in the chird, along with
trumpeter Clark Terry. In Diminuendo and Crescendo in
Blue, a few bars of Nance's plunger-muted trumpet and
Carney's baricone sax are heard in the last two choruses of
the firsc long cnsemble, and Hodges is heard for a few
measures against the brass in che fiftiech chorus. Remaining

credits are covered in the preceding text.

There is still more Ellington at Newport in a Columbia album
which includes Buck Clayton's All-Stars (CL 933), as well
as a complete personnel listing of che Ellingeon band. Other
Columbia Newport albums are CL 931, which features Louis
Armstrong and Eddie Condon, and CL 932, by the Dave

Brubeck Quartet and the | Kai Quintet

George Avakian
1956
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Sllington At Newport, The album is Duke
Ellington’s best seller. It represents Ellingeon’s most
famous concert, pivotal to The Maestro's subsequent

cravels and eriumphs. Yec Ellington At Newport, chis
incredibly well k’uu\\u, \m'hl\}‘n garded (/uhm\ln.x LYERISCRARY
record, is 60% studio material. The remaining 40¢

is live, but only 10% of the actual performance! This
awkward circumstance has never been adjusted,
addressed, or even acknowledged since Ellington At
ANewport was recorded and released in 1956
A Ellington At Newport 1956 (Complete) does attend

to this situation, and then some

First. Ellington At Newport 1956 (Complete) delivers the
‘As performed”

concert: in its enticety andaf petformed i,
R e e athenci AR NE Einkvind W ADSrice b B

are, of course, in the order of performance. As significant to
the listener is the removal of all post-production goosing of
the audio: non-musical shenanigans that include tons of

overdubbed, phony applause

Second. Ellington At Newport 1956 (Complete) reissues
Ellington At Newport. The studio music, transmogrificd with

scripted announcements and phony applause by the origin:

release, is included. Some of you are accustomed to hearing
it this way, but they're hybrids: studio recordings with bits
of Newport reality, and genuine live music “patched” by m

note or two of studio music




Ellington At Newport 1956 (Complete
Bon Track M a I it
a N

gton At Newport 1956 (Complete) y at the top. With no one to pan, the cr i 3 . i

Bonus Tracks.” These are the tunes from save it to the Duke pretty good over the next six y A M A i A R TG
ctual concert that surfaced on other Golumbia albums case could be made that there were weaknesses in Duke's set 'f“”““”""“\“"l[w"”“”‘W”“‘ SAPShI
But on Ellington At Newport 1956 (Complete) these cracks —— up. Ellingeon had lose his greatest soloist, Johnny Hodges SlealgheelAb hEMASCN D ipmcotinBte portecion)d
wre sans overdubbed applause chae marred initial releases.  and only drummer, Sonny Greer; chen lose Greer's brillinnt oudoppeyeaminiingla i Ukemitidiiesthamio

! single stroke
Furthermore, none are in—ugh!—pseudo stereo that was

replacement, Louis Bellson, Duke had also given up his annual
coupled to the phony applause on some reissue Carnegie Hall concerts, with the premieres of new works
re which merged
Ellington At Newport 1956 (Complete

N S i STEREO-—-STEREQ. Y

on At Newport 1956
Complete

includes—with clarity—Gons: 3 lo, t Duke Elling

! answer his critics at Thy
famous improvisation in Ellingron histo Newpore Jazz Festival was most salient. Duke brillian

Ellington At Newport intended to tell this story to the
highlight...something that happens once in a century the new venue for Jaz sutdoor summer fest ingapmdctyonpers . e
concerts. The Maestro’s maneuy tly assumed that all DR S

Ellington At Newport

; rt was flawed llington At Newport, Duke
The Swing Era when Jazz was America’s pop mu y 1950 immer, Sam Woody showcased. Sam Woodyard 4 s A ‘l" SRR AR
concert in the st Duk ington was not troubled t
however, things had changed. No longer viable plays in chis prestigious sctting consolidated his artiv : : y " & ey : ”‘{
the famous Swing Era ensembles disbanded is the third grear Ellington percussionist, Duke’s most i QUSHOUNAR Y. cangy

applause. (As early as 4/12/29, Duke had recorded a deluxe
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record in the studio chac presenced irself as A Night A¢ The
Cotton Club.) No, The Maestro was disturbed because he
already knew, and said so on the ride back from Rhode Island,
that the fecling of this performance could not be duplicated.
Band members were also upset. They were troubled by 2 9:00
AM Monday morning record dace. Their grumbling,
unlike Duke's, could be addressed, and Columbia switched
the session to the afternoon of Monday, July 9, 1956

“The creation of Columbia’s Production Master deployed four
methods: the recording of the same repertoire performed ac
Newport in the studio; recording Duke Ellington’s voice in
the studio in scripted announcements that were almost
identical to his live announcements; ewo approaches at re
recording flawed music and/or technical glitches from
Newport by overdubbing on top of it in the seudio; and full-
tilt use of equalization and canned applause to unify ambiance

and audio for an unreal event

It would have been simpler to have performed the concere
over in the studio and send the orchestra home. Duke
Ellington, however, became defiant during the studio remake
of “Diminuendo In Blue” and “Crescendo In Blue.” This led
t0 an atcempt to have Gonsalves play along with his solo,
overdubbing in the studio, onto the tape from

Newport...with Duke shouting encouragements.

According to Russell Procope, it was during the studio
recording of “Diminuendo In Blue” and “Crescendo In Blu

that Duke Ellingcon lost his cemper and, for the only time
in Procope’s three-decade cenure with che Duke Ellington
Orchestra, told the band to quit and pack up! Gonsalves
remembered Duke’s resolve—Paul’s Newport solo had to be

issued—but no big blow-up by The Maestro.
This scene seems even more volatile when one considers that

Ellingeon had just signed with Columbia 8 days before
Duke’s nephew, Michael James, believes that Irving
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lownsend salvaged this situation. Townsend immediately

replaced Avakian as Duke's producer ac Columbia

Why did Columbia Records create a Production Master of
Ellington At Newport using effects and non-live
performances? The key to Columbia’s approach is that same
musical moment pushing Duke Ellington’s buctons: Paul
Gonsalves' 27 chorus, riot-producing solo. The already
acknowledged highlight of the event had been played off-
mike. The press this solo alone was receiving would make
the public expect o hear it on the record. Many thousands
who heard it live would be paying to hear it again when the
record came out. “Diminuendo In Blue” and “Crescendo In
Blue” would have to be on the record. Columbia thoughe it

would be best to redo it in the studio.

This is how Pandora’s Box was opened. Columbia Records
brought the Duke Ellington Orchestra into the studio to
replay the event. Duke Ellington put his foor down about
astudio remake of Gonsalves’ masterpicce. So began the audio
wackiness. Producer George Avakian has staced that the
studio session was arranged to “patch” a few ensemble flaws,

yet the entire “Newport Jazz Festival Suite” with its 14

lengthy improvised solos was redone in the scudio. The issued

production master uses 13 of them: just one—Ray
Nance’s—is from Newport. This is masked by phony
applause blended with Newpore ambiance including che
intercutting of actual stage announcements with scripted
statements recorded after the face, Such creations were the
“patch” work: work done in the control booth after the band
had lefe Newpore and Columbia Studios. Inscead of living
with the concert as recorded or a well-done—but fake—
recording of studio music wich canned applause, a flawed

mixture was issued.

“Truchfully, the audio is flawed here on Ellington At Newport
1956 (Complete). While sterco sound is the most
outstanding element in the production of chis expanded
reissue, it's “no production” stereo: there was no engineer
guiding a sterco mix when the music was performed and
recorded back in 1956. Ellington At Newport 1956
(Complete) has manipulated the concert into true stereo by
methods more ambitious than any 1956 post-production
techniques. How this historic concert, monophonically

recorded, came to be issued in stereo needs to be explained

Once more return to the recording of Paul Gonsalves' 27
chorus tenor sax solo interlude between “Diminuendo In

Crescendo In Blue.” It wasn't actually pecformed
off mike, Paul played into the “wrong” mike. The 1956
Newport Jazz Festival was not only recorded by Columbia
Records, it was recorded and broadcase by the Voice Of
America. This federal radio broadcast system, incended for
an international audience, often recorded and broadcast big
time Jazz events in addition to presenting Willis Conover's
program which used records. Jazz programming v
particularly important to the VOA during che early years of
The Cold War when Jazz and Jazz musicians were presented
formally by the United States for international goodwill and
cultural exchange. The Voice Of America brought to Newport,
Rhode Island an entire remote recording unit and made cheir
own recording of the event, including Duke Ellington’s
le y performance

“Try to envision the layers of audio. Beyond the public address
system crew are the technicians from Columbia Records and
VOA. Columbia has its microphones, feeding its mixer leading
to four (2 for overlap and 2 for safety) tape recorders, all in
mono. The Voice Of America has its microphones, feedin

its mixer leading to two (for overlap) tape recorders, all i

mono. In short: two highly professional mono recordings
using completely different set-ups were made of Duke
Ellington’s and Paul Gonsalves’ performance. Each set-up had







its own system of sharing sound with the Newpore Jazz

estival sound system public address. The Voice Of

merica’s was more intertwined wich the live sound;
Columbia Records’ miking was far more independent. This
was a real risk for Columbia, which was counting on the
musicians going to specific stage marks for their solos. (If

bu listen to the stare of the live “Newpore Jazz Festival
Suite,” you'll hear Duke tell clarinetist Jimmy Hamilcon *...a
little more to your left there, Jimmy.”) Columbia Records won
their gamble uncil all the money was on the table and Paul

Gonsalves stepped up to the mike.. the wrong mik

Initially, the hope was that someday a recording of the VOA
broadcast would supply the on-mike Paul Gonsalves. The
thinking was that a listener might have taped the broadcast
his would mean low fidelity but Gonsalves’ solo mighe be
more audible. The Voice Of America might provide truer
sound, but the presumption was that the VOA did not arch
its broadcasts. (As a soundman for the Newport Jazz Festival
in New York during the 1970s, I often worked with the VOA
engineers who told me their tapes would not be saved after
production and broadcast.) Decades passed before it was
learned that the July 7-8, 1956 tapes had been saved. They
had ended up ac the Library Of Congress. Over time, LoC
Sam Brylawski began spreading che good news, soon coupled
to audio engineer Larry Appelbaum’s healchy samples of what
we were told was the entire concert in good sound. Contacting
them, and subsequently their colleague Allan McConnell, led
to an understanding that Sony/Legacy could use the VOA
field recordings for a reissue on Columbia of Ellington At
Newport. Suddenly, a new hope dawned: now the entire
concert could be issued regardless of the destiny of

Columbia Records’ original tapes.

iven better. Columbia Records' remote recording of Duke
Ellingeon’s triumph at the 1956 Newport Jazz Festival does

st and was found. Now it was time to go past hope and

on to dreaming. It was time to link the two independently

recorded mono tapes and produce stereo!

Thomas Edison, who invented recording, remarked chat
invention is 2% percent inspiration and 98% perspiration.
He was right. You also need a lot of room and equipment
Two cotally optimized analog mono tape systems with speed-
pitch controls simultancously played back the whole

concert. A new tape was created, @ stereo tape: one mono set

became the lefe channel and the other became the right

channel. The music was also converted to digital. That digital
stereo recording was translared into a visual representation
of its soundwaves, viewable on a screen. Now that it could
be seen as well as heard, a most meticulous synchronization

was possible

There have been previous examples of stereo music being
created from separate mono recordings of the same
performance. Surprisingly, Duke Ellington was involved in
these early precedents. In February 1932, Victor Records did
some experiments. The key to their efforts was extra playing
time. By using the 33 1/3 speed for standard groove (as
opposed to microgroove) associated with 78 RPM issues,
Victor achieved “long play” records. Such discs, including
two with Duke Ellington, were issued; but it was the Great
Depression and potential customers were disinclined co buy
them as they were both expensive and require buying new

turntables with the 33 1/3 speed. The idea was abandoned
and chese rare, unique 33 1/3 speed “78's” were largely
forgotten. Over time, however, Ellington collectors Steven
Lasker and Brad Kay noticed discrepancies. In particular, they
encountered an unusual “I and “R” coding next to the same
master number on different copics. They hoped they had
discovered alternate takes but when Lasker and Kay
compared them, they heard the same takes...but in differenc

1 Victor had also been experimenting with simultancous
recording on different discs using separate miking. Victor
hadn't figured out how they were going to link and/or

synchronize the two, but they knew they were recording in

stereo and that it could sound better. Victor's engincers even
knew it would be thought of as “Left & Right,” hence the

I and “R” encoding.

Steven Lasker and Brad Kay turned over the synchronization
problem to the legendary sound wizard, Jack Towers, who,
a half-century after the face, prepared an analog master of
Duke Ellington’s 1932 scereo recording. (I was present, but
nor professionally involved, during some of Jack’s effort.) Jack
Towers, it should be noted, made the extraordinary field

Ellingron in Fargo, North Dakota on
November 7, 1940. While Jack recorded the entire evening,
KVOX, a radio station in nearby Moorhead, Minnesot
brought its own mikes and equipment for a remote broadcast
of Duke’s first see. If an aircheck of that broadcast were to
surface, then it could be mated to Jack's recording and we
would have another instance of carly stereo, again wich Duke
Ellington

This stereo process, applied to Duke Ellington’s July 7

1956 Newport Jazz Festival eriumph, also has a history. Tice
before, cthe Grammy award-winning engineer, Mark Wilder,
has guided me to a digital process that creates true sterco
from mono parts. Our previous efforts were time-consuming.
In 1995, weeks were required to place seconds of Miles Davis!
overdubbed trumpet onto the original session reels that
finalized a stereo edition of “Miles Ahead” for The Complete
Columbia Studio Recordings of Miles Davis & Gil Evans,
In 1997, we recurned co chis arduous method o elevate Billie
Holiday's “The End OF A Love” o sterco, completing a deluxe
stereo reissue of Lady In Satin. For Duke’s Newport concert,
the amount of music necessitated the creation of a team o

complete the task of synchronizing the whole nigh in sterco.

I was careful on cach reissue to include the same music in
real time performance; the original mono. Great as my faith
that crue sterco had been achieved, I wanted to insure that

our post-production did not impose a hybrid issue. The
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Ellington At Newport 1956 (Complete) release could not

tolerate such duplication. Instead of seconds (Miles) or minutes

(Lady Day), it would require hours of twice-issued music to allow

the consumer to have
h

x stereo and mono. This problem was

compensatory move made by his colleague running che other
system. Combined and heard in stereo, such moments
occasionally sound awkward. The stereo mix could have been
improved had 1 panned or centered the VOA and Columbia

individual

Records s p complet

Ellington At Newport 1956 (Complete) delive

listener the largest number of options, Pan your sterco left
and you'll hear the VOA recording. Pan right, and you'll g

Columbia Records’ original mono field recording. Use your
balance control to create your own stereo mix, or if you have
an combine boch. Most of us, of

2 mono switch course

will listen in sterec f hear more than has ever

All listeners will hopefully understand or at least forgive our
need to illustrate the breakehroughs that facilicaced
Ellington At Newport 1956 (Complete). It's understood thac
without Duke’s delivering his most famou

there be small need for ¢

Paul Gonsalv

Newport. Paul felt that a key to underst

s tried to ex

knowledge of the Ellingeon band’s psyche. “Mex's” message

was difficult to comprehend. Tt seemed pat yet mysterious,
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lacking genuine insight. Pressed, Gonsalves only added that
the band was angry that night, the orchestra didn't dig

waiting around in a tent

he value

The Duke Ellington Orchestra went on stage ar 8:30 PM
They were pulled off the stage-—by a Catholic priest no less

after two numbers, then waited around in a tent for three

As the curcain went up, four members of the Duke

Ellington Orchestra were absent. Naming names, they werc
Jimmy Hamilton, Ray Nance, Clark Terry, and Jimmy
Woode. Today, Clark Terry is unable to be even vague about
where he was. He does vaguely recall partying, perhaps with

Ray Nance, m

with the oth

Even if the yanking anc caused by the at
of key players, understanding the psyche of Duke’s band
indicates the other members would nevertheless still be upset,
maybe even more so. The botcom line is Paul Gonsalves

telling us that an angry band existed that night and part of

rsion of ir theme, Bil
Strayhorn’s A Train.” Then, Duke announced his
special work for the occasion. Clearly, it could not have been

performed ealier with chree soloists (Hamilton, Nance, &




Terry) absent. Ge e Wein, then and now the festival’s

producer, offers that Ellington, intent on using his Newport

appearance to answer his critics and launch his renaissance,

felt chat his “Newport Jazz Festival Suite” would be the killer
ke had not finished his opus

ime. This might explain sending the band into the studio,
as the live performance version does not come off without
some hitches. On che other hand, the issued studio version
isn't perfect either. If Duke's initial thought was thar the suite
was to make his presentation, then his early placement of it
n his program indicates he had abandoned that thought by
showtime. Instead, the “Newport Jazz Festival Suite” helps

set the table

The main course was, is, and will always be “Diminuendo
In Blue” and “Crescendo In Blue.” They are two separate
tunes, numbers 107 and 108 in the book, thac were alw

played together. The interlude—Duke stumbles on this word
at Newpore and may have wished to say interval—had
craditionally been played by Duke. Paul Gonsalves told
different tales in explaining how he got the call that night

They are all

According to Paul, around 1951 ac Birdland, the Duke
Ellington Orchestra played its final set to an absolutely empty
house. Calling tunes exclusively for his own amazement,
Maestro Ellington summoned numbers 107 & 108. Towards
the end of Duke’s interlude, Gonsalves leaned over the o
and asked if he could get a picce of this. Duke nodded yes
and Paul took off. Duke and the band dug it, a lot. Paul
claimed chac Ellingeon said to him chat night that there would
come a time when Paul would play in that spot again and
that time would be before the largest crowd. Did Duke fo

his forecast or just had a long memory?

he Ellington Orchestra, nearing its Newport appearance,
once again played a last set to an empty house. Duke called

for 107 & 108 and put Gonsalves in the solo spotlight. How




Ellington ma

Baltimore) and the festival is a ma

vjecture. What

that Duke

and that “M
ar it up. Paul Gonsalves even stated that Duke went over
with him during the long wait
1, there was absolute pandemonium
! In Blue
That h

eerviewers that “Diminue
endo In Bluc concert’s fina
nicked at the crowd’s response and tried to pul

acknowle

ff the g Wein has always
1 using Johnny He

) "
ying this, George has |

that the album Ellington At Newport had reversed this

sequence. Duke Ellington was one of the few who told the

story with the Hodges sequel

The full ¢ re recording reveals that following the crowd

ponse to “Diminuendo In Blue” and “Crescendo In Blue

Ellington did call on Johnny but had him play two numbers

beginning with “I Got It Bad.” Then, The Maestro called
and humor of Ray Nance

p Or

The on-stage Gec Wein was adam that the event was

over. Ellington all but begs to at least say goodnight. Careful
nir you hear Duke alread
ture. A suspicious W arn
permits Duke Skin Deep” with \ dyard followed.
George Wein compressed the detal

Duke was right to commanc

tra, punishec ccessful performance

5y MOSE unus uniformly galled when

the album ¢

Diminuendo In Blue” and The Ba:

drammer did not, of cou rform with them
nevertheless, had his piceure on the album

s ne 1, but Cat
Anderson, Willie Cook, Paul G es, Jimmy Hamile
Burter J Ray Nan
Jimmy W Britt Woodman, and Sam Woodyard h

cro of Ellington At Newport

Russell Procope, Clark Terry

Duke Ellington n
his autobiography when he stated re three
d Sam Woodyard

his list failed to namc

heroes: Paul Gonsalves, Jimmy Woode
The Maestro was wrong of course

Duke Ellington

Phil Schaap

February 1999
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While it may challenge credulity today to think oi !hs slngularly astotinding career of Edwar
Ellington (1899-1974) as ever having been in eclipse, in the mid=1950s his forl
something approaching low ebb. Ellinglon's records hadn' sold { i
wonderful band placed a distant fourth fo Colnt Basie's in the 1855 duwnbeat readers’ poll, and in f
same year he left Capitol Records with no new confrad mmeo#ﬁng

But 1955 was also the year prodigal son Jofinny Hodgns the ofonestias stat alto saxophoms!
returned to the fold after a four-year hiatus as a leader, and drummer Sam Woodyard, beginning a -
year slay, added needed punch. Thus revitalized, and excited by the prospect of 2 cover story abott
him at long last in Time magazine, Duke led his 15 men to Rhode Isiand’s plamround for the- sma{
rich, which in 1954 had begun hosting what soon would beco
festivals, And as trumpeter (and long-time Columbia iabel mate) i
previous summer, Effington & Co. wowed the crowd and bagari The Corieback at Newport '56

In fact, there were two Ellington sets on the evening/early morming ol July 7-8. The Maestm
dissatisfied with the first, owing fo the absence of four key operatives: At aboul midnight, though,
full ensemble was on the bandstand and primed to deliver an hour for the ages. The highlight was
exiended “Diminuendo and Crescendo In Blue,™ wherein Paui Gonsaives rocked the throng with 27%¢
rcusing blues choruses amounting to the most viscerally exciting tenor Saxophione solo Since 2 19-
year oid fllinois Jacquet launched his career in 1942 on

Lione! Hampton's “Flying Home.” This is the track most

respensible for making ELLINGTON AT NEWPORT the » 4 sm sﬂanmd B,,,,,,,

2e6¥9 M2O

1
best selfing album in Duke's voluminous discography. -~ » * 2 1ot It Bad (Am! nm 't Good)
“Diminuendo” in all its glory is also the centerpiece of 3 3:Jecp e blaes L A
this deluxe package. Now 2 2-CD sel and mostof itin 3 B""‘ soa Tan F""”' - m; ',,, Tora S
stereo for the frst time, ELLINGTON AT NEWPORT . ; s s 6 ial? "

1956 (COMPLETE) boasis 100 minutes of previously vo & F 7 Skin nwp

unreleased music. Reissue Producer Phil Schaap, who s Aot .8 m,.ﬂ,.,

also contributed extensive new finer notes to complement 7 rake m ATrain g ot

original producer George Avakian's earlier annotation, ¢ -
solves the twin mysteries of why poor microphone ; Part | & Hamiiton b
piacement led Columbia to re-record Ellington’s set on * 9 Partl - Fminl J-ncuon ‘ 1" Panl th—al J-nctlnn
Monday (whence comes the bonus malerial) and how 10 D A o if 12 Dut

) (2191dwo)) 96T HodmaN 1y uopsuly UORSuUI||F ayng

{hose numbers were passed off—with bogus applause— * 11 Pam nlmrunenm ‘ 13 Panll Blmlnnmm‘
as live for more than four decades ke f ntroduces Padt i (Live) 14 Duke Annour :
: -13 Part - ll'!’lll»&m !
With the real hour-plus concert available for the first time, 1, - 15 mm-lo-mup tion)
pius the wealth of new material, this Centennial Edition of a ; 16 Dk A os b ensatves. & TermyiP ®
ELLINGTON AT NEWPORT is (he capstone that 15 wmm Disee 1t y Hodges (F ; S
completes a monument. e 17 | Got It Bad (And That Ain't Good) 5=
'17 nayl- MM\[W\ *18 MSM =
., Pai G . 19 P -
CoLumpiA COLUMBIA 19 Dimisvesdo In B|Ieandcnsceudolnllle(lwu =
@ 20 Znncunceme 5 * PREVIOUSLY UNRELEASED TRACK =
L 21 Pause T 2
o D
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