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Producer’s Notes:

By the very nature of things artists, especially in music, rarely
if ever give the same performance twice, much less thrice or more,
and this is particularly true in jazz, even in big band jazz with written
arrangements. The great soloist playing the same song the tenth or
hundredth time tries always to find something fresh to say, however
subtly. The stimulus from the public, the sound of the concert hall,
and the general vibes of the hotel, city, country (especially countries
where the natives are friendly) all help to define what went down
that night.

Duke’s band was a paradox largely, | suggest, because he himself
was a paradox. He was the rare leader (in fact the only one that comes
to mind) who composed more than 90% of the music played by his
band (with and without Billy Strayhorn). The band had, as a result,
the largest library of any orchestra, yet nevertheless presented virtually
the same program on all one-nighters on any given tour. During the
1950’s and 1960’s | presented him in countless concerts in Europe

and the United States. Inevitably, although there were many new
works rehearsed, the music played on the gig always had at least 50%
vintage songs such as “Rockin’ In Rhythm! “Satin Doll” “The Creole
Love Call Medley, and so on. It was not that kind of programming
that bothered me, but that on a European tour of 25 to 30 cities it
was almost precisely the same program every night. It was the
incredible solo talent the band was blessed with — Hodges, Gonsalves,

Cootie, et al — that kept the music fresh.

In this album | elected hot to have an album from a single
concert; instead | used the best of several taken largely from Italy,
Sweden, and France. Although the big band was roaring on the Swedish
and Italian concerts, you may find you prefer the relatively quiet
Trio set | recorded in St. Paul de Vence in the South of France.

| filmed the band with Ella Fitzgerald at the Festival at Juan
Les Pins. One afternoon | took Duke, drummer Sam Woodyard, and
bassist John Lamb to the Fondation Maeght, which is, without doubt,
physically one of the most beautiful museums in the world. | made
a short film featuring the great Spanish painter Joan Miro and Duke.
| prevailed upon Duke to play two or three numbers for Miro’s benefit,
who was an admitted jazz fan, especially of Duke Ellington. The first
number “The Shepherd” pleased Duke so much that he did a second
version extending it by almost a third. | found the two takes so
charming that | decided to include them both. He also played
“Kinda Dukish?

| pleaded with Ellington to repeat the Trio set with the same
tunes on the evening concert. He agreed it was a good idea, but,
typically, never played them again on the rest of that tour.

Norman Granz
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Long before it had a Common Market, and even before it was
possible to fly swiftly from city to city, Europe was an uncommon
market for jazz, with customers hungry for commodity often in short
supply. This market’s potential had been surveyed in the "20s by
enterprising men like Sidney Bechet, Tommy Ladnier and Claude
Hopkins, who variously demonstrated their musical prowess in London,
Paris, Berlin and Moscow. They were, in effect, avant-garde scouts,
the precursors of the vanguard which entered on the scene in strength
during the ‘30s, when Louis Armstrong, Fats Waller, Duke Ellington,
Coleman Hawkins, Benny Carter, Bill Coleman, Dicky Wells and Jimmie
Lunceford firmly established the music on an ever-expanding market.

It was not a music taken for granted as it was in its own country,
where it was to be heard in abundance on the radio and in person.

Until the outbreak of WWII, the chief means of propagation in Europe
were records in the hands of fanatical enthusiasts who viewed jazz as

a cause to be fought for with passion. This feeling was only intensified
by the six-year hiatus of war. Repression and restriction stimulated
demand, and once Hitler had been crushed jazz flourished on an
unprecedented scale.

As the battered economies of nations were reconstructed, and the
efficiency of airlines increased, the pace quickened. One-nighter tours
became possible comparable to those in the U.S., although in Europe
the musicians might find themselves each night in a different country
with a different language and different money. Pioneering impresario
Norman Granz, as he organized major tours of the greatest jazz artists

oy | s

had a larger vision than most of those engaged in the music business,
because he saw the importance of continuing to record the concerts
he presented, as he had had the foresight to do with Jazz at the
Philharmonic in the "40s.

One of the uncommon artists he took repeatedly to his uncommon
market was Duke Ellington, and this album consists of selections from
Ellington concerts during the ‘60s, when his band played in England,
Germany, Belgium, Italy, France and Scandinavia among other places.

Afro-Bossa, which Ellington more often than not introduced as
Bula, is from what was probably the busiest year of his entire life,
1963. Ellington’s awareness of what he publicly called “une nouvelle
vague exotique” was reflected in music that had little to do with
bossa-nova , but much to do with his own brand of exoticism. In more
down-home language, he referred to Bula as “the gutbucket bolero,”
which is inelegant but not inexact. Right from the beginning, with its
mysterious muted brass, this is an evocative and stirring performance
that depends less on soloists than the ensemble, although Johnny
Hodges's statements are close to perfection.

Silk Lace, originally entitled Caline, is a showcase for clari..etist
Jimmy Hamilton, whose immaculate technique enables him to exploit
its intricacies with seemingly effortless grace.

The Asphalt Jungle theme was written for a television series, and
the music is notable for its climactic tension. Again, the ensemble has
precedence over soloists, but the reed section, whose personnel went
unchanged longer than any other in the history of jazz, has unusual
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prominence. Sam Woodyard'’s well-recorded drums and commanding
accents are especially striking.

Star-Crossed Lovers is the Romeo and Juliet episode from
Ellington’s Shakespearean Suite, and it is given the kind of poised but
emotionally moving treatment for which Johnny Hodges had no peer.

In a Sentimental Mood, written.in 1935 and one of Ellington’s
most durable ballads, is here entrusted to Paul Gonsalves with a beauty
of tone, who well knew how to bring out its tenderly romantic qualities.

E.S.P. (Extra Sensory Perception) is another of Ellington’s
alternative titles, in this case for one of those up-tempo vehicles which
Gonsalves was invariably called upon to excite audiences. Judging by
the cries from the piano, the maestro was also excited by his tenor
saxophonist’s surpassing virtuosity.

Paris Blues was written for the movie of that name in 1960 and
is here given an entirely different treatment to the original. Ray Nance,
the protagonist, playing violin with remarkable fervor and conviction
over an insistent rhythmic background where the piano player excels.

On the same side as Paris Blues are three Trio sides recorded at
-the Fondation Maeght about which Norman Granz more fully writes

in his comments. Stanely Dance

(*Reprint of the original album liner notes.)
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