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NEW FINDS 
Most DEMS members are fanatic Ellington collectors. 

To be more precise, they have the tendency to buy every 
record of Ellington which contains something new for their 
collection. If something is new for everyone of us, we use 
the specification "fresh." 

Some of us not only collect the issued recordings but 
also recordings on tape. At this stage many recordings 
must wait until someone has the courage and the 
opportunity to make it available on a wider scale. 

That we still find so many years after Duke's death 
totally "fresh" recordings is incredible. It is with the 
greatest pleasure that we publish details of these NEW 
FINDS in our bulletins. 

This time we have good news for record collectors on 
page 6/2 where three completely "fresh" takes are 
described and page 22/1 with great news about 
Phil Schaap's important activities. 

News for tape collectors is on pages 19/1 and 20/3. 

ElliiMlton ' f i l l Chicago «*-•» M a y 
by Roger Boyes 

This is the second part of Roger E3oyes' review of the 
Chicago Conference. The first part was published in 
bulletin 98/2 where it also started on page 1. DEMS 

After Gunther Schuller we had another treat. 
The distinguished Ellington scholar Mark Tucker 

and pianist-composer Hale Smith gave a presentation, 
refreshingly couched in the form of a conversation, on 
Ellington the pianist. 

Dr. Tucker said that in general Duke the pianist was 
not an innovator, and certainly not a modernist, but rather 
a worker within the tradition of piano playing developed 
through ragtime and stride. 

There are occasional exceptions to this generalisation, 
such as The Clothed Woman. However in the mid-1940s 
he detected a shift away from the flashier influences of 
Ellington's formative style as he found a new, a more 
reflective voice in which he revealed more of himself. 

This shift led to the key Piano Reflections trios cut for 
Capitol in 1953, though early glimpses of it can be found 
as far back as 1934 and Symphony In Black. To illustrate 
the shift he played Le Sucrier Velours and Swampy River, 
pointing out in the latter piece the influences of Willie 
The Lion in the lyrical passages, of Jelly Roll Morton in 
the 'Spanish tinge', and of Gershwin in the Introduction. 

Hale Smith mentioned Ellington's band fuelling, then 
played a slow, angular reading of Black Beauty. 

A discussion of the Ellington-Strayhorn duet Drawing 
Room Blues followed, in which Billy's rounder, fuller, 
more classical style in choruses 1, 3 and 5 was contrasted 
with Duke's drier approach in choruses 2 and 4. 
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Turning back to Ellington the band pianist, Dr. Tucker 
felt that whereas his qualities as a pianist generally are now 
much more widely recognised than they used to be, his 
comping still tends to be underrated or neglected. 
He illustrated it with the celebrated Stompy Jones from 
Back To Back, in which the piano becomes a mini-big band 
on its own in setting up the piece, Sweets picks up the 
piano's two-note idea in his first chorus, and Duke himself 
takes up the two-note motif at the start of his five choruses. 
This solo builds up from single notes through chords to the 
high drama of the closing chorus in which he explores the 
extremes of the keyboard. Hale Smith used the phrase 'carpet 
weaving' to describe what the rhythm section lays down for 
the soloists on this piece, and Mark Tucker referred to the 
running dialogue taking place between Ellington and 
Jo Jones. 

It was pointed out that Duke was a great 'fueller' of his 
band in a way that Basie for example seldom was. Schwiphti 
is a fine example of this side of his work, though Depk was 
the piece chosen to illustrate it, in which the latter-day 
'reflective' pianism is allied to the fine band comping. 
Hale Smith observed that Duke the pianist was always Duke 
the composer too; he constantly thought compositionally as 
he played. 

When questions and comments were sought Gunther 
Schuller referred to the phenomenon in Ellington's piano 
playing he calls 'deep in the keys' (see The Swing Era, p49), 
and described the enriching experience of hanging out with 
the Ellington orchestra for a week in Cleveland in 1945. Phil 
Schaap referred to the sonics of the early stereo 
Back To Back session, a topic he'd covered at Toronto in 
1996. The talk ended with the 1961 Summertime with Aaron 
Bell and Sam Woodyard. Afterwards a friend of mine from 
New York told me that Aaron Bell had said this recording 
was a session-filler at the end of the recording date. Is this 
so? The matrix numbers suggest that Summertime came 
about two thirds of the way through the session, and that 
Springtime In Africa came at the end. Do these numbers 
reflect the sequence of recordings? 

I came away from these two talks with a great deal to 
think about and discuss, and it was a shame that the break 
which followed them was severely curtailed. 

Luther Henderson's topic was 'Duke The Composer'. 
He spoke of his activities with Duke and of his views on 
Duke as a composer. A questioner asked about the specifics 
of Luther's collaboration with Duke on Night Creature, but 
we didn't get a clear picture of what happened on that 
fascinating occasion, which is a shame. The same goes for 
the orchestration of Harlem; there was mention, but not 
illumination. 

Reuben Jackson, who has worked with the Ellington 
Archive in Washington as a member of the Smithsonian 
staff, spoke on the provocative topic 'Ellington and 
Hendrix'. It was speculative stuff of course as Reuben readily 
conceded. Jimi Hendrix died four years before Duke, in 1970, 
and the fact that he was very close to his mother who died far 
too young, and that his father was a tapdancer in his home 
town of Seattle, doesn't add up to much of a link. Hendrix 
thought in colours though, showing talent in the visual arts 

and indeed drawing and painting all his life. Like Ellington 
too he was a very private person with a strong public 
presence, and he shared Ellington's interests in religion and 
spirituality. It was a shame that the music Reuben selected 
had to be curtailed because of timekeeping problems. 
I enjoyed the fine electric delta blues with Tricky Sam's 
legacy in the use of the wa-wa pedal. I disliked the version of 
the US National Anthem. It fell to Gil Evans, not Duke, to 
do an album of Hendrix titles in 1975, and Reuben ended 
with an extract from one of the pieces on it, Up From The 
Spring. We hear a lot about what Ellington drew from his 
predecessors at our conferences; it's good to hear how he 
touches his successors. 

The Friday afternoon session started with Gene Esposito's 
'Billy Strayhora Project' recital. After it the talks programme 
continued with a sequence of three presentations on Duke as 
'Keeper of a Culture'. 
Like the morning's session on 'Duke the Pianist', it was 
sponsored by the Chicago-based Centre for Black Music 
Research. (Vol.13 no.2 of the Centre's Journal was devoted to 
a most illuminating set of papers on Black Brown and Beige, 
and if you're interested in the work but haven't yet bought this 
volume, treat yourself to it). Composer Dr Oily Wilson 
presented a generalised run-through of the African and 
Afro-American Heritage which he then illustrated with extracts 
from several familiar classics of early Ellingtonia. He showed 
how the call-and-response between Ivie's vocal and the band's 
'doowah-doowah....' in It Don't Mean A Thing mixed triple-
time with common time; also how Duke had already woven 
'doowah-doowah....' into Old Man Blues and would shortly do 
so again in Daybreak Express. He concluded by turning to 
Ellington's encounter with the conventions of minstrelsy in 
the Cotton Club revues, setting these in the context of 
Afro-American music's impact on 1920s European artists and 
writers, through exposure in Europe itself to such shows as 
the Revue Negre. 

In another generalised account, Hale Smith spoke of 
how Ellington drew on his heritage. He did so in the same 
way as Bartok and Vaughan Williams, for example, drew on 
theirs, but with the difference that they were schooled 
musicians; Ellington was not, in the formal sense. 
(It occurred to me that there's no way he could have been 
schooled to work in his chosen medium. Bartok and Vaughan 
Williams used the well-established one developed over 
several centuries in Europe; Ellington, Henderson and Carter 
in the late twenties were developing a new medium on the 
hoof. But we didn't get into that.) Hale Smith concluded 
with tales of his own encounters with Ellington. 

Mark Tucker focussed on Ellington's sense of place, 
as applied to the South. Place-names abound in Ellington 
titles, from the earliest compositions written when Duke's 
direct experience of places was more or less restricted to the 
environs of his native Washington and New York's Harlem, 
to the late years in which his world travels were recalled 
impressionistically in the suites. He warned us of pitfalls in 
the place-name game: - Harlem Air Shaft was originally 
Rumpus In Richmond (would Rumpus In Richmond's 
original title come into the category of an Ellington place-
name too, I wondered), and he mentioned places of the mind 


