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William Thomas Strayhorn

29 November 1915 — 31 May 1967

...and his mother called him Bill.

But his friends called him
Billy, Strays, Weely or Swee’ Pea

A section on Billy Strayhorn: pages 4-12.



Den lyckliga slumpen

Téink vilken betydelse
slumpen kan ha i vira
liv. Det kan faktiskt
vara den som dr av-
gorande ndr det gil-
ler vilken partner Du
skall leva med i resten
av Ditt liv. Det kan
dven vara slumpen
som dr avgorande nér
det giller den katego-
ri av musik som Du
kommer att foredra
under resten av Ditt
liv. Om Du i tidig dlder rikade fi
hora Beethoven eller Louis Arm-
strong kan ha en avgorande in-
verkan pd Ditt fortsatta lyssnande
av musik. De flesta av oss DESS-
medlemmar rikade kanske av en ren
slump fid hora Duke Ellington i tidig
dlder och blev priiglade av den upp-
levelsen for resten av vdr levnad.

Detta nummer av Bulletinen dag-
nas till stor del dt Billy Strayhorn
som skulle ha fyllt 100 dr den 29
november. Slumpen spelade utan
tvekan en stor roll i hans liv. For
visst var det en slump att Billy
Strayhorn rdkade triffa Duke EI-
lington i hans loge pd Stanley
Theatre i Pittsburgh den 2 decem-
ber 1938. Nigon hade foreslagit
att Duke skulle triffa en ung lokal
pianist och Duke lovade artigt att
ta emot honom i en paus. Duke ldg
och vilade pd en schislong och ld-
ter artigt den unge mannen spela
pd det piano som Duke alltid hade
tillgingligt i sin loge. Han spelar
ndgra Ellingtonkompositioner,
forst pd Ellingtons sdtt och sedan
pd sitt eget sitt. Nu vilar inte Duke
lingre. Han sdtter sig upp och in-

Billy Srayhorn i bakgrunden. En bild som vi vinder pd i detta nummer.

ser att besokaren inte dr vem som
helst utan har kvaliteter som inte
dr ordindra. Detta slumpmidssiga
mote fick en avgirande betydelse
for bdde Ellingtons och Strayhorns
framtid. Kanske mer for Strayhorn
dn for Ellington. Duke Ellingtons
framtid som kind orkesterledare
var utstakad, men den kom att for-
dndras genom det framtida sam-
arbetet med Billy Strayhorn. For
Strayhorn var kontakten med El-
lington mer avgorande. Om slumpen
inte fort dem samman hade troligen
Strayhorn forblivit i Pittsburgh som
en for den stora allminheten okind
lokal musiker. Som firgad och fram-
forallt som homosexuell var de flesta
viagar stingda for honom i den tidens
USA. Men kontakten med Duke EI-
lington gav honom en mdjlighet att
overvinna dessa hinder.

Under drens lopp har det vid dter-
kommande tillfillen arqumenterats
om Strayhorns roll i Ellingtons or-
ganisation. Midnga har ansett att
Ellington utnyttjade honom och
inte gav honom det erkinnande
han fortjinade. Andra har den mot-
satta uppfattningen och menar att

Strayhorn  aldrig
skulle fitt en chans
utan Ellington att
komma fram i den
amerikanska  jazz-
vdrlden.
Billy Strayhorn var
inte, i motsats till
Duke  Ellington,
den typ av min-
niska som  sokte
(' o rampljuset.  Han
& var i det stora hela
nojd med den roll
han spelade i Ellingtons bakgrund.
Sjilv vill jag pdstd att Ellington
var noga med att framhilla Stray-
horns fortjinster som sin “writ-
ing and arranging companion”.
Strayhorn var inte den typ som
kunde std pd en estrad och "silja”
sin orkester till en publik. Han var
alltfor tillbakadragen och bide han
och Ellington visste att hans oppet
erkinda homosexualitet inte skulle
accepteras av den stora massan.

Mycket kommer att skrivas och
sigas om Billy Strayhorn i olika
media i dessa dagar. Konferenser
dger rum pd olika platser runt om
i virlden, allt orsakat av ett slump-
missigt mote 1938.

Medlemsmotet den 7 december
kommer att gd i Billy Strayhorns
tecken och jag vintar mig att da fi
triffa mianga av vdra medlemmar.
Och kom ihdg; Duke loved Billy
Madly!

\ —
/M/ﬂog .
Leif Jonsson,
ordforande i DESS



Stockholm
Jazz Festival utan
Billy Strayhorn

I hela den internationella jazzvirlden
uppmaérksammas 100-arsminnet av Billy
Strayhorn. I manga metropoler runt om
i Europa, USA och Kanada ordnas med
siarskilda konserter, konferenser och f6-
redrag till minne av Billy Strayhorns
insatser som kompositér och arrangor.
Skivor med Strayhorn &terutges nu och
en ny bok om honom ir i antdgande.

Den 9-18 oktober anordnades i Stock-
holm en jazzfestival arrangerad av
Fasching och med Lena Aberg Frisk som
festivalgeneral. Under dessa tio dagar
presenterades inte mindre dn 150 kon-
serter fran 40 olika scener. Ett ambitiost
atagande som i sig dr vart en eloge.

Men varf6ér hade man helt glomt bort
Billy Strayhorns hundradrsminne? Det
hade vél varit synnerligen lampligt om
denna festival dtminstone pd ndgot satt
hade uppmérksammat denna hindelse.
Det &r ett ként faktum att Fasching favo-
riserar den modernare jazzen, men det
ar ju anda sa att dagens musiker ofta an-
vénder sig av Strayhornkompositioner.
Det fanns darfor ingen anledning att be-
handla Strayhorn p4 ett s& dsidoséttande
sdtt som man nu visat. Vi kan inte undga
att kdnna en stor besvikelse 6ver denna
brist pd engagemang,.

DESS

Jazzhumor

Det giiller
att hdlla tungan rétt i mun
ndr man spelar piano.

Historiskt,
en riktigt bra kvall 1

Ellingtons sallskap.

Ja, just s& var det den 5 oktober 2015: En
vélavvdgd och vilpratad blandning av
Ellingtonia ur en akademikers forskande
6ga sedd och framférd med késorens
latta anslag. Olle Edstroms timslanga
framstillning, byggd pd hans bok om
“Duke Ellington — och jazz i Sverige”
gav mersmak och lust att ldsa. Det tyckte
uppenbarligen ocksd den publik som
snabbt inhandlade de bocker han hade
med sig. Snopet, tycker jag och ndgra an-
dra som tills vidare far n6ja oss med den
recension som finns pa annan plats har i
Bulletinen.

Men en vilmatad timme var det med
forfattaren Edstrém och stimningen eft-
er paus forvantansfull nir Ulf Johansson
Werre introducerade sin trio for kvéllen.

Sonen Oskar, trummis i pappas fotspar.
Och sedan altsaxofonisten Gustav Ro-
sén, en ny bekantskap fér honom och
sakert for ndgra i publiken. Sjdlv har jag
talat mig varm f6r Roséns talang i manga
ar sedan jag horde honom forsta gangen.
Jag rdknar in honom i dagens svenska
jazzelit. Han passade utmarkt samman
med Johansson Werre och hans showiga
stridepiano (Oskar ej att forglomma). De
spelade Ellington med en kraftfull magi
som gor att jag faktiskt vdgar kalla den
historisk. Om Johansson Werre talade
sanning d4 han sade att det var forsta
géangen han motte Gustav Rosén pé scen,
tror jag att han instimmer. Historiskt var
det — av mdnga skal.

Bo Holmaquist

Gustav Rosén i centrum med Ulf och Oskar Johansson Werre pi
DESS-estraden 5 oktober. (Foto Bo Haufman)




Billy Strayhorn

Composer Billy Strayhorn
in the limelight at last

by Alison Kerr

This year marks the centenary of one of
the great unsung heroes of jazz history, a
man who was also half (and sometimes,
arguably, more than that) of one of the
greatest musical partnerships of the 20th
century — and the composer of classics
such as Take The "A” Train and Lush Life.
His name was Billy Strayhorn.

In late 1938, this quiet young musi-
cian in his past-its-best Sunday suit was
taken backstage in a Pittsburgh theatre
to be introduced to the great jazz band-
leader and composer of the day, Duke
Ellington. As Ellington rested between
performances on a reclining chair, while
his valet tended to his hair, 23-year old
Strayhorn was ushered in.

Ellington may not have bothered to
open his eyes to take a look at his guest,
but by the end of the short visit Stray-
horn - who dazzled Duke with a series
of piano performances of Ellington tunes,
first as the composer himself would play
them, and then in his own arrangements
—had been wholeheartedly accepted into
the organisation.

So began a three-decade relationship
that was one of the most fruitful and —
according to those who witnessed it —
loving in jazz history. From the outset,
the refined and cultured Strayhorn, a
dedicated Francophile and follower of
fashion who had never really belonged
in the Pittsburgh schack in which he
was raised, was not so much Ellington’s
right-hand man as his alter ego.

Constantly on the road with his band,
Ellington entrusted composing and ar-
ranging assignments to Strahyhorn who
had absorbed the Ellington Orchestra
sound and was more than happy to de-
vote himself to keeping it up to date with
new music, and keeping the roaylties
pouring in to an organisation which had
many mouths to feed.

Bob Wilber, the 86-year-old American
clarinettist and saxophonist who was
a member of a celebrated small group
put together by Strayhorn in the 1960s
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says: "He completely assimilated Duke’s
music that often you couldn’t tell in an
arrangement which part was Duke and
which part was Billy. He was absolutely
indispensable to Duke.”

Strayhorn had been a frustrated would-
be cosmopolite in Pittsburgh, where his
sexuality was never discussed but where
he was always assumed to be gay, but he
blossomed in Manhattan, living inititally
with Ellington’s entourage in the boss’s
Harlem penthouse, and spending his
days soaking up all the art and cocktails

Billy Strayhorn
portraid by Gion Mili
for Life Magazine.

that he could during his non-writing
time. ” A miniature, black Noel Coward,”
is how a friend later described him.

As his biographer David Hajdu writes:
“In Pittsburgh, who he was had inhibi-
ted Billy Strayhorn from doing what he
could do; in New York, what he could
do enabled him to be who he was.” And
what he was was a young gay man who
loved the finer things in life, and was able
to set up home with his boyfriend secure
in the knowledge that — unlike many em-
ployers back then — his sexuality, and his



openness about it, would not be an issue
with Ellington, who treated him as one
of the family, possibly even better than
he treated hus own son, Mercer, who also
wrote for the band.

Not only did his association with El-
lington provide him with the bon vivant
lifestyle he had dreamed of, it also gave
him an outlet for his artistry and allowed
him to flourish as a composer. He may
have been composing and arranging for
the Ellington outfit from 1939 — and have
been the author of Take The "A” Train, a
massive hit which Ellington eventually
promoted to the bands theme song.

Everyone in the band, however, knew
that he was a prolific writer of their mu-
sic and he was well liked and respected.
Tommy Smith, the director of the Scottish
National Jazz Orchestra, recounts a story
told to him by trombonist Buster Cooper.
“He told me he was once sitting next to
Strayhorn on a plane, and Strayhorn had
his briefcase out. He opened it and there
was some manuscripts there, and Buster
was really excited because he thought he
was going to get to see what Strayhorn
was going to write. They were all in awe
of him and never sure who had written
what. But Billy lifted up the manuscript
— and there was a bottle of whisky there.
He offered Buster a drink, and put the
manuscript away. Buster never got to see
what the music was.”

One song which everyone knew was
100 per cent Strayhorn was Lush Life,
the poetic words and music of which
he had mostly penned before he met El-
lington. It's long been a favourite of jazz
singers — and its recent performance by

The Billy Strayhorn marker placed
outside of the Westinghouse High
School in Pittsburgh. The marker

was erected during the Ellington
Conference in Pittsburgh 1995.

Lady Gaga boosted her credibility with
the jazz community because it is, as Bob
Wilber points out, ”“a very tricky song”.
Indeed Strayhorn was incensed by both
the arrangement and the fluffed lyrics in
Nat King Cole’s famous recording of it.

British-born jazz singer Annie Ross met
Strayhorn in the early 1950s when they
were both living in Paris — the city he had
written about in Lush Life. She says: “We
hit it off immediately. He liked the way I
sang and he taught me Lush Life. He was
a gentle soul. They called him Swee’ Pea
precisely because he was so gentle.”

It might also have been something to
do with the love of flowers and nature
that he inherited from his mother - a
love that is obvious from song titles such
as Passion Flower, Lotus Blossom and Violet
Blue, which were written as features for
alto saxophonist Johnny Hodges, whose
gloriously plaintive sound was the per-
fect match for Strayhorn’s beautiful but
dark-tinged melodies and sumptuous
arrangements.

When, in March 1965, Strayhorn -
whose piano playing was usually done
in the recording studio or just to enter-
tain friends — was asked to put together a
band for a concert featuring his first solo
piano performance, Wilber got the call
that one might have expected Hodges to
get. ”I don’t know how he had heard me
— whether it was only on record — but he
realised that I would be the ideal inter-
preter for the compositions that he wrote
for Johnny Hodges. It was an absolute
thrill being called to be in that band,
which he named the Riverside Drive
Five. I was thrilled to do it.”

One of the tunes performed at the
concert and then long forgotten about
was Orson — Strayhorn’s portrait of Or-
son Welles. The music for it was disco-
vered in a box stuffed with manuscripts
in Strayhorn’s basement long after his
death from cancer in 1967. The handwri-
ting on the music helped shed light on
Strayhorn’s enormous contribution to
the Ellington repertoire and sound, while
stacks of his own pieces underlined the
fact — long known by Ellington experts
— that he had been a brilliant composer
in hus own right and that he alone had
composed many of the numbers that had
been thought to be collaborations.

Now, in Strayhorn’s centenary year, he
will perhaps receive more of the wi-
despread recognition he deserves.

The Copasetics

En av den amerikanska underhdllningsvarl-

dens stora svarta stjirnor var dansoren Bill
Robinson, kallad Bojangles. Duke Ellington
komponerade som vi alla vet ett nummer till
hans dra med just den titeln. Bill Bojangles
Robinson avslutade oftast sina framtridan-
den med uttrycket “everything is copasetic”
som ndrmast kan oversdttas som “allting ar
prima”. Nir Bojangles avled 1949 bildade
ett antal afro-amerikaner en lost sammansatt
klubb som man gav namnet The Copase-
tics. Avsikten var att dels hedra minnet av
Bill Robinson men ocksd att forsoka bevara
tap dancing som en konstart. Medlemmarna
som bildade klubben var tjugoen till antalet
och de flesta var dansare men dven andra
personer i underhdllningsvirlden ingick.
Initiativtagare var LeRoy Meyers som blev
klubbens forste ordforande. Bland ovriga kan
nimnas namn som Cholly Atkins, Honi Co-
les, Peg Leg Bates, Paul Black, Roy Branker
och Brownie Brown, alla kinda namn i dans-
sammanhang. Men dven en minoritet av icke
dansare ingick i den initiala gruppen och en
av dem var Billy Strayhorn. Senare tillkom
dven Dizzy Gillespie och Charlie Shavers
som medlemmar

The Copasetics hade mer eller mindre
regelbundna moten oftast hemma i ndgon
medlems bostad och Billy Strayhorn harbir-
gerade mdnga sddana sammankomster i sin
ligenhet. Foreningen blev med dren mer or-
ganiserad och anordnade drligen en Copase-
tics Dance i Harlem och en populir Copase-
tics Boat Ride pd Hudson River. Vid dessa
tillfillen upptridde olika konstellationer ur
The Copasetics med tap dancing. Dessutom
upptridde man vid olika vilgorenhetsevene-
mang i Harlem. Grupper ur The Copasetics
deltog dven i musikaler och for flera av dessa
hade Billy Strayhorn bidragit med komposi-
tioner. Musik som aldrig kom att ingd i Duke
Ellingtons repertoar. For en av dessa musika-
ler skrev han faktiskt ett nummer med titeln
“Everything Is Copasetic”. 1950 blev Billy
Strayhorn vald till president for The Copase-
tics och han uppeholl den positionen fram till
sin dod 1967.

Bo Haufman



The Billy Strayhorn Discography

The name of Billy Strayhorn is appearing quite frequently in the discographies
primarily as substituting for Duke Ellington on numerous recording
sessions with the Ellington orchestra. His name is also often shown
as the arranger for various sessions. In fact his first appearance in the
discographies is as arranger for a Johnny Hodges session on February
27, 1939. He took part in many of the small group recordings made
soon after his joining the Ellington organisation. By the mid 1940s his
reputation had grown and he was appointed member of several award
winning groups. When Ellington’s sidemen made recordings under
their own names Billy Strayhorn was often requested to take care of
the piano chair. As a curiosity may be mentioned a Johnny Hodges
session for Wax Records in 1947 where [immy Jones is playing the
piano while Billy Strayhorn handles the drums.

Billy Strayhorn took part in recordings by primarily Johnny Hodges
but also Cootie Williams, Barney Bigard, Rex Stewart, Al Hibbler,
Harry Carney, Tyree Glenn, Chubby Kemp, Oscar Pettiford, Sarah
Forde, Jimmy McPhail, Louie Bellson, Ben Webster, Clark Terry and
Johnny Dankworth.

Ome of Billy Strayhorn’s admittedly best capacities was to handle
singers and as we all know Ellington originally employed Billy in
1939 in this capacity and as a lyric writer. Several singers made use
of this capacity and he has made recordings both as accompanyist and
arranger for vocalists like Joya Sherrill, Jane Harvey, Lena Horne and
Carmen McRae.

He also assisted Mercer Ellington when he recorded for Coral
Records.

Billy Strayhorn mostly appears on records as a side man but he

has made some recordings under his own name and we list them here:

Duke Ellington and Billy Strayhorn duo

New York, January 10, 1946.
D6-VB-1518-1 Tonk (Pianistically Allied) Victor 27-0145
D6-VB-1519-1 Drawing Room Blues Victor 20-2327

Billy Strayhorn (solo)

Hollywood, summer or fall 1947
Verve 314-521 661-2

(The Jazz Scene)

”

Tail Spin -7 -

”

Halfway to Dawn (alt.) - -

Billy Strayhorn And Orchestra

Ray Nance-tp/Jimmy Hamilton-cl/ Al Sears-ts/Harry Carney-bs/Billy

Strayhorn-p /Junior Raglin-b/Fletcher Jackson-d / Al Hibbler-voc.
New York, April, 1947.

Halfway to Dawn

EB1001 Fat And Forty Sunrise 2001
EB1002 Solitude Sunrise 2002
EB1003 My Little Brown Boo Sunrise 2001

EB1004 Feather Roll Blues (No voc.) Sunrise 2001
(The three first items were issued as by Al Hibbler And Orchestra.)

Billy Strayhorn Trio
Duke Ellington, Billy Strayhorn-p/Wendell Marshall-b.
New York, October 3, 1950.

M5710 Cotton Tail Mercer LP-1001
M5711 C-Jam Blues Mercer M-1964
M5712 Flamingo -7 -
M5713 Bang Up Blues Mercer LP-1001
Billy Strayhorn Trio

Duke Ellington, Billy Strayhorn-p, Joe Shulman-b.
New York, November 1950.

M2479 Tonk Mercer M-1963
M2480  Johnny Come Lately -7 -
M2481 In A Blue Summer Garden Mercer LP-1001
M2482 Great Times -7 =

Billy Strayhorn & His All Stars
Juan Tizol-tb/Willie Smith-as/Jimmy Hamilton-cl/Billy Strayhorn-p/
Wendell Marshall-b/ Louie Bellson-d.

New York, June 19, 1951.

M4040  Alternate Mercer LP-1005
M4041  Hoppin’ John Mercer 1973
M4042  Jumping With Symphony Sid -7
Billy Strayhorn Septet

Harold Baker-tp /Quentin Jackson-tb /Russell Procope-cl/Johnny
Hodges-as/Billy Strayhorn-p/ Al Hall-b/Oliver Jackson-d. (Johnny
Hodges appearing as ”Cue Porter”.)

New York, April 14, 1959.
Felsted FAJ-7008

(Cue For Saxophone)

Gone With The Wind - -

Cherry -7 -

Watch Your Cue - -

You Brought A New Kind Of Love -” —

When I Dream Of You - -

Rose Room -7 -

Cue’s Blue Now

Billy Strayhorn with the Paris String Quartet
Billy Strayhorn-p/Michel Gaudry-b/Paris String Quartet/Paris Blue
Notes-vcl
Paris, May, 1961.
Lush Life United Artists UAJ-14010
Just A-sittin” And A-rockin” ==
Passion Flower -7
Take The ”A” Train -7 -
Strange Feeling =% =
Day Dream ==
Chelsea Bridge -7 -
Multicolored Blue -7 =
Something To Live For -7 -
A Flower Is A Lovesome Thing -7

Billy Strayhorn Combo
Clark Terry-tp, flh/Bob Wilber-cl, sop/Billy Strayhorn, Duke Ellington-p /
Wendell Marshall-b/Dave Bailey-d.
New York, June 30, 1965.

UMM.G Red Baron AK52760

Smada - -

Passion Flower - -

Take The ”A” Train - -

Day Dream ==

Just A-sittin” And A-rockin’ -7

Billy Strayhorn Combo
Willy Ruff-fh/Ozzie Bailey-vcl added
New York, July 2, 1965.

Raincheck Red Baron AK52760
Chelsea Bridge -7 -
Multicolored Blue -7
Pig Sty S
Oink -7 -

Billy Strayhorn Combo
Billy Strayhorn-p /Wendell Marshall-b/Dave Bailey-d / Ozzie Bailey-vcl
New York, July 2, 1965.
Your Love Has Faded =~ Red Baron AK52760
Love Came -7 =
AFlower Is A Lovesome Thing - -
Love Has Passed Me By Again -7 -
Something To Live For -7 -

Billy Strayhorn (solo)
New York, August 14, 1965.
Love Came Red Baron AK52760
Something To Live For -7 -

Baby Clementine -7



Take
The ”"A” Train

Signature
Theme of the Duke

Ellington Orchestra
Composed by Billy
Strayhorn

By Fred Glueckstein

In 1941, Duke Ellington and his Or-
chestra introduced Take The “A” Train, a
composition written by a young lyricist
and pianist named Billy Strayhorn, who
came to New York from Pittsburgh after
Ellington expressed an interest in having
him join the band. Take The “A” Train was
to become the Duke Ellington Orchestra’s
signature tune and one of Strayhorn’s most
well-known compositions that include
Day Dream, Lotus Blossom, Chelsea Bridge,
and Lush Life amongst many others.

Ellington and Strayhorn met in Decem-
ber 1938 when Duke and the orchestra
performed at an engagement at the Stan-
ley Theatre in Pittsburgh. In an interview
with Bill Coss of Down Beat, for a story
published on June 7, 1962, Strayhorn
explained how he, who was twenty-
three years old and working in a drug-
store, met Ellington and what transpired:
“Duke Ellington came to Pittsburgh in
1938, and a friend got me an appointment
with him. I went to see him and played
some of my songs for him. He told me he
liked my music and he’d like to have me
join the band, but he’d have to go back
to New York and find out how he could
add me to the organization”, Strayhorn
told Coss. “When Strayhorn did not hear
from Ellington, he decided to go see him
and travelled to Newark where he had
an aunt and uncle and a place to stay”,
wrote Coss.

In 1940 there was a clash between The
American Society of Composers, Aut-
hors and Publishers (ASCAP) and radio,
and at the beginning of 1941 all ASCAP
music was off the air. Since Duke was in
ASCAP he could not play his library of
compositions on the air, so he asked St-
rayhorn, who was not a member of AS-
CAP to write a new library that he could

-

—

Strayhorns comment on composing Ellington’s signature theme: ”"A-train
was born without any effort — it was like writing a letter to a friend”.

use. Tuke The “A” Train was one of the
pieces Strayhorn wrote.

When asked by Stanley Dance where
Take The “A” Train got its title, Stray-
horn said: “The reason we gave it that
title was because they were building the
Sixth Avenue subway at that time, and
they added new trains, including the
“D” Train, which came up to Harlem, to
145th Street, and then off to the Bronx,
but the “A” Train kept straight on up to
200-and-Something Street. People got
confused. They’d take the “D” Train, and
it would go to Harlem and 145th Street,
but the next stop would be on Eighth
Avenue under the Polo Grounds, and the
one after that would be in the Bronx”, St-
rayhorn told Dance. “So I said was wri-
ting directions”, said Strayhorn, “take
the “A” Train to Sugar Hill. The “D”
Train was really messing up everybody. I
heard so many times about housewives,
who ended up in Bronx, and had to turn
around and come back”.

On Wednesday, January 15, 1941,
Duke Ellington And His Orchestra re-
corded Tuke The “A” Train for the first
time at RCA Victor Studios for Standard
Transcription Service in Hollywood. The
other pieces recorded in the studio that
day were I Hear A Rhapsody with vocal
by Herb Jeffries, Bounce, It’s Sad But True,
Madame Will Drop Her Shawl, Frenesi, Un-
til Tonight, West Indian Stomp. Love And 1
and John Hardy's Wife.

One month later, on Saturday, Februa-
ry 15, 1941, the band was back in Holly-
wood and recorded their famous version
of Take The “A” Train for Victor. The next
day, February 16, the Ellington Orchestra

continued a seven-week engagement at
the Casa Mafiana in Culver City, Califor-
nia. For the first time in public, the Duke
Ellington Orchestra broadcasted Take The
“A” Train from the Casa Mafiana and
now using the composition as their sig-
nature theme.

On October 9, 1941, Ellington and Jim-
my Blanton on bass, supported by the
John Scott Trotter Orchestra, appeared
on Bing Crosby’s NBC Kraft Music Hall
performing Take The “A” Train.

On January 31, 1965, the Duke Elling-
ton Orchestra played at the Falkoner
Teatret in Copenhagen and Duke invi-
ted Billy Strayhorn to come forward and
play his own composition. This may be
watched on http:/ /www.youtube.com/
watch?v=WtYvGJaIRn0. It is a very in-
teresting performance where one can
observe Strayhorn’s different way of
handling the melody compared to that of
Ellington’s.

With respect to the tune’s lyrics, Mer-
cer Ellington told Stanley Dance in The
World of Duke Ellington that “Billy St-
rayhorn told me: “The real test of an ar-
rangement after you’ve written it, is can
you sing it'””. Although Strayhorn said
he wrote lyrics for Take The “A” Train, the
first recorded lyrics were composed by
Lee Gaines for the Delta Rhythm Boys.
The lyrics used by the Ellington band
were by Joya Sherrill, who made up the
words at her home in Detroit, while the
song was played on the radio.

In Ellington’s autobiography, Music
Is My Mistress, Duke recounted that he
first met Joya Sherrill backstage at the
Paradise Theatre in Detroit in 1941. Joya
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refreshed Ellington’s memory on what
happened: “I had written a set of lyrics
to Take The “A” Train, and had come to
the theatre to sing it for you. I had no
thought of singing with your band, but
only hoped you would like the lyrics I
had written”, said Joya. “You called Bil-
ly Strayhorn to the piano. He played, I
sang, and you listened. After I finished,
you asked me to sing something else,
and I sang three other songs”.

Impressed with Sherrill’s remarkable
poise and singing ability and her unique
take on the song, Ellington hired her as a
vocalist after she finished school. Elling-
ton adopted Sherrill’s lyrics of Take The
“A” Train in June 1942. Over the years
the lyrics have contained many varia-
tions, which was not unusual for songs
of that era. The one below is represen-
tative only, and may not be the original
Sherrill lyrics:

You must take the “A” Train
To go to Sugar Hill way up in
Harlem
If you miss the “A” Train
You’ll find you've missed the
quickest way to Harlem
Hurry, get on, now it’s coming
Listen to those rails a-thrum-
ming (All Aboard)

Get on the “A” Train
Soon you will be on Sugar Hill in
Harlem
A segment from the film Reveille with
Beverly from 1943 shows the Orchestra
playing Take The “A” Train with Betty
Roché performing the lyrics may be

watched at http:/ /www.youtube.com/
watch?v=cb2w2m1JmCY . In addition

Strayhorn and El- \ : 43
lington with Dizzy b
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Gillespie when re-
cording the album
Jazz Party in 1959.

Dizzy said about
Strayhorn s work:
All those sevenths —
man, I never heard
anything like those

things until him.

to the Ellington Orchestra appearing in
Reveille with Beverly, the film featured a
number of notable cameo appearances
from such important big band era musi-
cians as Count Basie, Frank Sinatra, The
Mills Brothers, Bob Crosby, Vernon Alley,
Freddie Slack, and Ella Mae Morse.

Take The "A” Train marked Billy
Strayhorn’s breakthrough as a composer.
It became a hit recording, and Ellington
made it his orchestra’s signature tune
from 1941 until the end of his life. The
song’s legacy includes Willis Conover
adopting it as the theme song for his
long-running jazz program on the Voice
of America, the U.S. Government’s in-
ternational shortwave radio service. It
was used in the 1961 film Paris Blues and
has been recorded by musicians ranging
from Cab Calloway, Lawrence Welk, and
Henry Mancini to Phyllis Hyman and
Bobby McFerrin. In 2000, National Pu-
blic Radio (NPR) selected Take The “A”
Train as one of the NPR 100; the hundred
most important American musical works
of the 20th century.

Take The “A” Train is arguably the most
famous of the many compositions co-
ming from the collaboration of Ellington
and Strayhorn. It is also fair to say that
it is one of the favorites of Ellingtonians,
jazz aficionados, and enjoyed by music
lovers around the world. There is no
doubt Take The “A” Train will continue to
be part of the treasured history of Ame-
rican musical works and one of the most
famous pieces of the Ellington/Strayhorn
legacy.

This article has been published earlier in
The Duke Ellington Society (New York)
news letter February 2013.

Duke about Billy

Duke Ellington: Because he had a rare sen-
sitivity and applied himself to his gifts, Billy
Strayhorn  successfully married melody,
words, and harmony, equating the fitting
with happiness. His greatest virtue, I think,
was his honesty, not only to others, but to
himself. His listening-hearing self was to-
tally intolerant of his writing-playing self
when, or if, any compromise was expected, or
considered expedient.

He spoke English perfectly and French
very well, but condescension did not enter
into his mind. He demanded freedom of ex-
pression and lived in what we consider the
most important and moral freedoms: freedom
from hate, unconditionally; freedom from
self-pity; freedom from fear of possibly doing
something that might help another more than
it might help himself; and freedom from the
kind of pride that could make a man feel he
was better than his brother or neighbour. God
bless Billy Strayhorn.

Billy Strayhorn was always the most un-
selfish, the most patient, and the most imper-
turbable, no matter how dark the day. I am
indebted to him for so much of my courage
since 1939. He was my listener, my most de-
pendable appraiser, and as a critic he would
be the most clinical, but his background —
both classical and modern —was an accessory
to his own good taste and understanding.

Gil Evans:
That’s all I did. That’s all I
ever did. Try to do what Billy
Strayhorn did.

Quincy Jones:
Billy to me is the boss of the
arrangers.

Benny Carter:
Strayhorn’s compositions made
us all think a little differently
about what we were doing.



Cherish
the Legacy of
Billy
Strayhorn

By Gregory A. Morris, Ph.D.

I am Executor of the Billy Strayhorn Estate
and founding President of Billy Strayhorn
Songs, Inc. The purpose of this article is to
share some of our history with Billy Stray-
horn, his family, music and his heirs.

As ayoungster, I spent the first eight ye-
ars of my life in one of the homes that Bil-
ly lived in before he moved to New York.
My grandmother, Billy’s mother Lillian
and my mother Georgia, the older of his
two sisters, revealed to me about how I
would crawl under Billy’s upright piano
to play with the pedals and then try to
stand up. Always managing to bump on
my head on the piano’s under carriage.
Mama Strayhorn and my mother used to
tell me that Billy often worried about me
hurting myself even though it seemed
that [ had a hard head. Uncle Billy would
hug me and rub my head and whisper to
me his special name for me.

As the years passed, Billy did not return
home very mush as his schedule became
increasingly busy with his work with the
Ellington Orchestra. When he did come
home it was a great time for celebrating
with the family. On one of Uncle’s trips
to Pittsburgh, we talked about my high
school experience and discovered that
my current English teacher at Taylor All-
derdice High School had been the same
teacher he had as a high school student
at Westinghouse High School. From that
time he always asked about her and I
usually had a message from her to share
with him whenever he would call.

He was such a giving person. He hel-
ped me pay my first tuition payment to
the University of Pittsburgh and proudly
sent me money to pay my initiation fee
in a national leadership honor society
(Omicron Delta Kappa). 1955 was very
special for my cousin Carole and me. We
were the most recent Strayhorn family
high school graduates and Uncle Bill
wanted to do something for us. He plan-
ned an all expense week-long visit with
him in New York City!

We saw the sights, met his friends and
celebrities like the Dodgers baseball stars
Roy Campanella and Jackie Robinson,
championship boxer Sugar Ray Robin-
son, popular vocalists Lena Horne, Billy
Eckstine and Nat King Cole; attended
a Broadway play, spent a day at Coney
Island Amusement Park. Checked out a
performance at the Apollo Theatre and
explored the heights of the Empire State
Building. The best was yet to come, ho-
wever because Uncle Bill had work to
do. The Duke Ellington Orchestra was
scheduled to perform at the Aquacade
Auditorium. We went backstage to meet
Mr. Ellington and then enjoyed the per-
formance from front row seats. At inter-
mission we had to say goodbye to Mr.
Ellington who had another engagement.
We were saddened for a moment until
we returned to our seats for the second
half of the show. Much to our delight,
Billy Strayhorn walked out on the stage,
bowed to the audience and preceded to
conduct the Ellington Orchestra for the
remainder of the show. This was truly a
WOW experience for me because I had
never seen nor heard the Ellington Or-
chestra play with Uncle Bill as their con-
ductor and pianist!

Finally, I understood what and why
so many performers and jazz aficiona-
dos were talking about the skill, depth
and talent of Pittsburgh’s young Billy
Strayhorn! Before meeting Duke Elling-
ton and leaving Pittsburgh, Billy was
an accomplished musician. In 1934 he
was featured in a performance of Ed-

Billy Strayhorn in the
recording studio with Johnny
Hodges, early 1960s, for whom

he was the arranger and

sometimes pianist on several

albums.

Singer Lena Horne and Billy Strayhorn
were very close friends, here captured
in a pensive moment. She said: I wasn't
born a singer. I had to learn a lot. Billy
rehearsed me. He stretched me vocally.
Very subtly, he made me stretch,

he raised keys on me without telling me.
He taught me the basics of music.

He played good music for me to hear,
because I hadn't heard anything.

He went around with me to auditions
and played piano for me. I was terrified,
but he kept me calm and made me good.

vard Grieg’s Piano Concerto in A minor,
op. 16. He wrote a production entitled
“Fantastic Rhythm” which included My
Little Brown Book. He wrote the famous
song, Lush Life as a teenager. Kay Davis,
Queen Latifah, Linda Ronstadt, Johnny
Hartman, Kevin Mahogany, Lady Gaga
and others have sung Lush Life. Think for
a moment. Is there any doubt that this
young man will leave behind an incredi-
ble legacy or at least a legacy worth lear-
ning about, preserving or sharing?

From reading “Lush Life”, Strayhorn’s
biography, written by David Hajdu, it
seems that in the late 50’s and early 60s,
Duke was becoming more involved with
theatrical /musical productions such as
“Saturday Laughter” and “Jump For
Joy”. These shows which were not well
received by many audiences perhaps be-
cause they were beyond what many had
come to expect of Ellington music. The
film version of the outstanding novel,
“Anatomy of a Murder” was thought to
be an even greater stretch. Ellington took
on these immense projects, but soon tur-
ned over the responsibility for arranging
and production of the final versions to St-
rayhorn. This division of effort consumed
a major part of Billy’s time. After the fil-
ming and recording of the “Paris Blues”
soundtrack, Alan Douglas who was very
involved with the “Paris Blues” project
spoke with Strayhorn about a special
recording session. The outcome of this
session was entitled “The Peaceful Side”.
Strayhorn devotees owe it to themselves
to give this recording a listening! Many




scholars, friends and longtime Strayhorn
followers viewed this effort as Staryhorn
finally playing his music as he intended
it to be played.

The early 60’s had another dimension
that weighed on Strayhorn. Billy sensed
that his health was becoming an issue.
Tobacco and alcohol were not his allies. In
1964, Uncle Bill asked me if I would be the
executor of his estate. I answered “yes” but
also inquired what he wanted me to do in
that position. His answer was strong and
specific. This response was, “Take care of
my stuff!” as he pointed to the numerous
books, multiple folders of music materi-
als, etc. in his small apartment. That was
to be my task. Billy’s father James, Sr. died
in May 1965 and Billy had his own will
drawn up on July 30, 1965, naming me as
his executor. Billy’s beloved mother died in
October 1966, and Billy followed her May
31, 1967.

The ball was now in my court. I met with
my Uncle Bill's attorney to determine what
my next moves would be. What does the
executor have to do to take charge? What
do I need to identify and safe guard as any
of his possessions could have great mea-
ning to his family and perhaps the future
generation of musicians? What belongings
might comprise Billy’s legacy?
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My first task as Executor was to col-
lect and inventory all the materials in
Strayhorn’s apartment. I decided to have
professional movers list and pack all of
Strayhorn’s furniture, books, papers, art
objects, etc., and move them to a ware-
house. The material filled almost 2/3 of a
moving van. I prepared the inventory of
everything that needed to be distributed
and finally sent copies of the Inventory
to all of Billy’s immediate heirs, and any
other prties who presented a claim for
review and consideration.

My next task was to determine the va-
lue of his financial holdings including
royalty income for his music and his out-
standing debts and liabilities. Working
through this phase of determination was
going to take considerable time, talents,
and resources that were not immediately
available to me. You see where this is go-
ing? Many years later, the financial aspects
of the Billy Strayhorn Estate were settled, but
much remained to be completed. In 1996,
David Hajdu completed his biography of
Billy Strayhorn, “Lush Life” providing in-
formation, insight and knowledge about a
close partner to Duke Ellington during their
almost thirty year relationship.

The Billy Strayhorn story still had more
to be revealed. Walter van de Leur, a visi-
ting musicologist from The Netherlands,
met David Hajdu and inquired about the
name Billy Strayhorn that he found linked
with the music of Duke Ellington whose
music he was studying at the Smithsonian
Institution. Walter contacted me to exami-
ne some of the Strayhorn music that I had
acquired. Several visits to Pittsburgh and
a close examination of the material in the
Strayhorn Collection led Walter to return
to Pittsburgh to study, play, and eventu-
ally record previously unknown works.
Walter’s study evolved into a disserta-
tion and the recording of newly disco-
vered Strayhorn works. Many interested
scholars, and musicians made visits to
Pittsburgh to examine the Strayhorn
collection, but Walter was the only
one who came back repeatedly. He pu-
blished a treatise on Billy Strayhorn’s
music. “Something To Live For, The
Music of Billy Strayhorn”. As a re-
sult of Walter’s work, we copyrighted
over 70 songs. He worked with the
Dutch Jazz Orchestra to play and re-
cord “Portrait of A Silk Thread: Newly
Discovered Works of Billy Strayhorn”
which premiered in 1995 during The
Duke Ellington Society International
Conference in Pittsburgh, PA.

As Billy’s musical works were beco-
ming more widely known, some of the
heirs were being deluged with requests
to make this music available to younger
and broader audiences. We became a
formal organization in 1997 to be known
as Billy Strayhorn Songs. Inc. (BSSI) so
that we could meet the requests of sc-
holars, musicians, and others who were
interested in Strayhorn’s work. We had
to deal with legal challenges as to the
ownership of the rights to his music. We
prevailed against those challenges. To
make Billy Strayhorn’s music available,
BSSI has worked with a number of ma-
jor publishers throughout the world. We
became active participating at meetings
of the International Association for Jazz
Education (IAJE) and now the Jazz Edu-
cation Network (JEN).

This article was originally published
with the Jazz Education Network, an
international non-profit organisation
that serves the jazz arts community by
advancing education, promoting perfor-
mance, and developing new audiences.

Like the Ellington family the Strayhorn
family is also very active in preserving
the memory of its hero. This protection
of the name is not limited to economic
factors such as protecting the legal
rights to compositions but also to hono-
ring the name and keeping the memory
alive. Billy Strayhorn had quite many
relatives and several of them are now
acting as keepers of the flame.

Dr. Gregory Morris is the executor

of the Billy Strayhon Estate and in
that capacity he has written the above
article that he has been kind enough to
let us reprint. Another supporter of the
Strayhorn name is Billy’s niece Alyce
Claerbaut who is the president of Billy
Strayhorn Songs, Inc. looking after the
legal rights to all of Billy’s compositions.
Whenever there comes up a question
around Billy’s status Alyce enters the
barricade and defends convincingly her
opinion about her uncle.

At her side she has one of Billy’s nep-
hews, Galen Demus, who has been kind
enough to let us know a little about
their ambitions in the following article.



Not too often Duke Ellington presented Billy Strayhorn on stage,
and even more seldom also asked him to take the piano chair for
one or two numbers. This is one of those rare occasions, January
31 1965 at the Falconer Centret in Copenhagen. On drums Sam
Woodyard and

/
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on bass John Lamb. (Photo Jan Persson)

21st Century Strayhorn;
The Evolving Perspective

By Galen Demus

I have only one physical memory of my
Uncle Bill, having been born in 1960.
Visiting his apartment in 1966 with my
brother Gary, his words spoken in a soft,
sophisticated tone to my young ears,
“how ya doin big boy?” But the family
stories, history and music I have absor-
bed culminated into a wealth of infor-
mation. When I became part of the Billy
Strayhorn Songs Board of Directors in
2005, I was looking for an impactful niche
where my interpretations of this know-
ledge would contribute to his legacy mo-
ving ever up and onward. The burning
question, the driving force for me became,
“what will Uncle Bill's music sound like
when my kids are grandparents?”

Thus, a journey into establishing seve-
ral Strayhorn specific initiatives took place
beginning in 2008. This was to ensure that
we, the family legacy gatekeepers, imple-
mented a proactive and excoiting path for
a 21st Century Billy Strayhorn Jazz Edu-
cation inititative. Let’s take a look at three
areas of significant development:

Establishing the Billy Strayhorn
Jazz Education Scholarship.

Awarded since 2008, this scholarship has
helped young musicians and institutions
in the name of Billy Strayhorn to be re-
cognized for their integrity, artistry and
commitment to jazz excellence. Worthy
recipients have come from the Jamey
Aebersold summer jazz camp, Temple
University jazz studies directed by Terell
Stafford, and the Litchfield jazz camp
directed by Don Braden. Several institu-
tions are in the development stage given
the program’s success.

Participation in JEN
(Jazz Education Network).
Participating as an exhibitor since 2012,
the annual JEN national conference has
been a highlight for information sha-
ring, networking and strengthening the
Strayhorn name and legacy among jazz
educators, students and jazz artists. At-
tended by close to 3000 each year, the
opportunity to showcase Strayhorn has

taken us to Louisville, Atlanta, Dallas,
and San Diego. The 2016 conference back
in Louisville will be followed by a much
anticipated 2017 conference in New Or-
leans.

Establishment of the
Billy Strayhorn Foundation.

Established in 2010, the Billy Strayhorn
Foundation (BSF) mission has been to
not only move Uncle Bill's musical lega-
cy forward, but the life of Billy Strayhorn
forward in light of many contributions
he made in areas documented but ne-
ver really discussed in a fuller nistorical
context since his passing. The BSF has
created a number of Strayhorn specific
educational pieces for all ages, as well
as coordinating presentations by family
members at an array of venues in several
states. BSF has also been the headquarter
organization for all things around Stray-
horn during this 2015 year.

The Strayhorn Centennial has been a
fantastic year of interest and reflection
that we are well positioned to continue.
Through some of these educational em-
bracing efforts, may Uncle Bill’s musical
legacy be carried on by our next genera-
tion of 21st Century jazz advocates, scho-
lars and interpreters of classic Strayhorn.
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En hyllning
till
Billy Strayhorn

Det musikaliska inslaget vid
medlemsmdotet den 7 december kom-
mer Magnus Doleruds kvartett att
svara for och som framgdr av kal-
lelsen (sid 20) kommer motet att gd
i Billy Strayhorns tecken. Magnus
dr en av dagens unga musiker som
insett inte bara Duke Ellingtons
storhet utan dven Billy Strayhorns.
Tidpunkten kan knappast vara
lampligare vald dn att sd har drygt
en vecka efter Strayhorns 100-drs-
dag lita Magnus fi framfora sin
hyllning till sin idol. Magnus har
specialiserat sig pd att tolka Stray-
horn och har hdllit konserter med
Strayhorn-tema vid flera tillfillen.
Vi har bett Magnus om ndgra rader
till Bulletinen och hir foljer i kort-
het hans syn pd Billy Strayhorn:
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Magnus Délerud vid Billy Strayhorns
bostad i New York.
Billy Strayhorn har linge varit en av
mina absoluta favoritkompositérer. Ju
mer man lyssnar inser man vilka sa-
ker man verkligen fastnar f6r, och min
kénsla for hans kompositioner vixer
fram mer och mer. Jag insdg detta nir
jag lyssnade pa plattor med Ellington el-
ler andra musiker och fastnade speciellt
for vissa kompositioner. Det visade sig

Vidare Strayhornlisning

bavip - En fornamlig, vélskriv-

ehajbr en och uttdmmande
biografi dr Lush Life av
David Hajdu fran 1996

- ett pionjarverk som

LUSH

sent omsider presen-
terade bade musikern/

 passieicy kompositéren och mén-
Bl S T AYHORN R Billy Strayhorn

som inte enbart den lite undanskymde partnern

till Duke Ellington. Den bygger pd omfattande
efterforskning, bl a hundratals intervjuer med
Strayhorns musikerkollegor, vanner och familj.
Ett givet inslag i jazzbiblioteket.

2002 kom sedan Walter van de Leurs Some-
thing To Live For, The
Music of Billy Stray-
horn. Som titeln sdger
handlar denna ganska
massiva studie primart
om musiken, dven om
Strayhorns person och
liv naturligtvis ocksa
skildras (och  med
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mdénga referenser till Hajdus biografi). Van de
Leur dr musikforskare och hans framstéllning
utgors till delar av detaljerade analyser med
notexemplifiering. Dock inte i den grad att
den i notstudium mindre hemmavane ldsaren
behover forskriackas. Dels beskrivs komposi-
toner och arrangemang begripligt ocksd i ord,
och dels avslgjas hdr dven forskningsresultat
av helt andra slag. Inte minst intressant for
varje Ellingtonlyssnare r t ex ett 60-sidigt ap-
pendix som klargér vem som gjorde vad av
Ellington och Strayhorn, nummer f6r num-
mer i alla inspelningar dér Strayhorn hade ett
finger med i spelet. Ett lysande och oumbér-
ligt litet uppslagsverk bara det!

De tvd bockerna kompletterar varandra och
ger tillsammans en tydligare bild av Strayhorn
an den som presenterats av ndstan ndgon an-
nan inom jazzen, oavsett antalet studier om
denne (t ex Ellington).

Helt nyligen har boken Strayhorn — An Il-
lustrated Life kommit ut pd marknaden lag-
om till Strayhorns 100-arsdag. Négot tidigare
dn vad som ursprungligen meddelades. Det

att de pafallande ofta dr skrivna av Billy
Strayhorn. Nagonting var unikt med de
hir latarnal

Fodd pa 1980-talet far jag forsoka satta
mig in i Billy Strayhorns virld i efter-
hand. Lyssna och ldsa. Vid mitt senaste
besok i New York gick jag runt i Sugar
Hill och passerade Billys adress pa Con-
vent Avenue f6r att uppleva nagot av
den milj6 han levde i. Sa klart dock i en
helt annan tid.

Det som har fdngat mig i Billys kompo-
sitioner dr just de unika detaljerna. Man
kan direkt hora vem det &r som dr kom-
positor! Enligt min upplevelse kan det
vara formen eller en harmonisk progres-
sion eller ett specifikt melodiskt motiv
som gor kompositionen unik. Alltid med
en karaktdristisk farg och klang! Nar
man tar sig an att spela en annan kompo-
sitors verk blir det ju alltid med ens egen
rost, men man ger alltid kompositionen
plats. Billys latar tar platsen och talar om
hur de skall spelas. Mitt mal nér jag spe-
lar melodierna &r att forséka framhéva
det unika. Detaljerna och kénslan. Jag
kommer i min framtida karridr att dgna
manga timmar ytterligare at att ge denna
fantastiska musik plats!

Magnus Dolerud

ar ett praktverk som
innehdller méngder
av fotografier och
uttalanden av olika
manniskor som
pa nagot sitt stod
Strayhorn néra. Allt
ar fortraffligt sam-
manstillt av Alyce
Claerbaut och David Schlesinger. Lasaren far
folja med pa en rikt illustrerad resa fran Stray-
horns tidiga ungdom i Pittsburgh till hans
lyckosamma karridr tillsammans med Duke
Ellington. Boken utgor ett intressant komple-
ment till de ovan ndmnda bockerna speciellt
som bade Hajdu och van de Leur medverkar

med artiklar.

Claes Englund

David Hajdu: Lush Life. A Biography of Billy
Strayhorn, Granta Publications 1996.

Walter van de Leur: Something To Live For.
The Music of Billy Strayhorn, Oxford University
Press 2002.

Strayhorn — An Illustrated Life.
Edited by Alyce Claerbaut and David Schle-
singer. Bolden an Agate Imprint, Chicago 2015.



The rigorous rules at the time of the
British musicians association didn 't
permit Duke Ellington to bring the
whole orchestra to Great Britain for a
concert tour in 1948. Ellington made
the trip together with only “cabaret
acts” singer Kay Davis and trum-
peter[violinist/singer/dancer Ray
Nance. With a first night on June 21
they performed at the London Pal-
ladium until July 3 accompanied by
the Skyrockers Orchestra and as part
of a show that also included a o singer
Pearl Bailey. The success was limited,
but that changed drastically when
they continued on a tour in Britain
until July 18 accompanied by the
British Jack Fallon Trio. The success
continued on the following visit to the
European continent; France, Belgium
and Switzerland.

One of few articles by Ellington is the
following “Broadway column” report
from the European tour for AP.

”Never have [
been kissed so
much in so short
a time”

Broadway columns for PMs —
Mailed Aug. 26, 1948 — AP Newsfeatures
by
Duke Ellington,
Popular Bandleader

who has just returned from
Europe after a two-month sojourns

If anything, there seems to have been a
distinct rise in the popularity of Ameri-
can artists and music during the fifteen
years since we last toured Great Britain.
Contrary to the accepted motion that the
citizens of John Bull are a phlegmatic
people, it seemed to me that nowhere are
people more willing to demonstrate their
enthusiasm than those who paid their
way into these concerts.

Especially flattering to any perfor-
mer were the crowds of youngsters who
swarmed around the stage entrances
intent upon getting our autographs —

ELLDNYONY

Duke with his "cabaret acts”

and British accompanying trio:
from left Duke, Malcolm Mitchell (g),
Kay Dawvis, Jack Fallon (b),
Tony Crombie (drs) and Ray Nance.

unmindful of the fact that by delaying
their departure for home they would be
obliged to trek 15 or possibly 20 miles
because they had missed the last bus for
their town. During the Channel crossing
to France, Kay Davis, Ray Nance and I
voiced our fears that that nothing could
equal our reception in Britain. When we
stepped from the train at Gare du Nord
in Paris those fears were swept away at
once. Two bands, one jazz and one be-
bop (you’'d be surprised to know how
‘hip” Parisians are to the latest U.S. musi-
cal development) were on hand to spark
the welcome by a cheering, clamoring
throng that filled the streets as far as the
eye could reach. Never have I been kis-
sed so much in so short a time.

That Night, at the Salle Pleyel, follow-
ing the regular two hour concert by the
six in our troup we were forced (very
happily) to do almost 40 minutes of en-
cores. One of our dressing room visitors
after the concert was Django Reinhardst,
the great three-fingered guitarist who
toured in America with our band last
year. Django insisted that we attend a
party in our honor at the Club St. Ger-
maine, haunt of the Existentialists. That
was certainly one of my most unique
parties. Food could not be had even for
asking, but only the champagne flowed
more rapidly than the extremely anima-
ted conversation.

In Belgium and Switzerland the enthu-
siasm was equal, the wine less plentiful,
the conversation more sedate, and the
food seemingly unlimited. It's something
beyond my comprehension how there
can be such an abundance of the nouris-
hing things in these two countries while

their neighbours — France and England
— must live so frugally. Everywhere was
apparent the imprint of our G.I.’s — in
expressions of speech, items and attire,
even customs —but no place more so than
in the field of popular music. Fifteen ye-
ars ago novelty accounted for the balk of
our appeal, but today, thanks to the boys
in uniform and the recording industry,
the people of Europe welcomed us as
purveyors of a music they know and en-
joy. And what a welcome it was!

Do recordings
exist from the 1948
European tour?

Hardly any. 1948 was as a whole a
poor recording year for Duke
Ellington and other bands alike.
The president of the American Fede-
ration of Musicians (AFM), James
C. Petrillo, had imposed a second
recording ban that lasted over 11
months in 1948.

It is possible that this recording
ban had an impact on Ellington’s
decision to go to Europe at this
time. Only one organised recording
session was made during the tour
and it was made by Ray Nance
& the Ellingtonians. Four tunes
were recorded for the British label
Esquire (10-041 and 10-042).
Ray Nance’s sidemen are Elling-
tonians all right but not Duke
Ellingtonians but rather Ray
Ellingtonians. Ray Ellington was
an Afro-British drummer quite
popular in Britain at the time. For
contract reasons they hade to
appear under phony names but Ray
Nance is actually accompanied by
Dick Katz p., Lauderic Caton g.,
Coleridge Goode b. and Ray EI-
lington dr.

In conjunction with the EI-
lington conference in Leeds 1997 a
souvenir CD was issued including
a previously unknown version of
Take The A Train with Duke and
the British trio. It emanated from a
television program made sometime
in July 1948.

Bo Haufman
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Duke
Ellingtons
slakttrad

Detta tema har varit annonserat vid tidi-
gare medlemsmoten men pga tidsbrist
har programpunkten fatt utgd vid dessa
tillfallen. Nu tar vi skadan igen genom
en presentation av Dukes hirstamning
och efterkommande pé detta sitt. Det
hir visade sldkttradet torde ge en bra
bild 6ver sasmmanhangen men det finns
ménga frdgetecken och kommentarer
som kan tilliggas.

| S—

Dukes far- och morféraldrar var fédda
som slavar i mitten av 1800-talet. Man
kan undra ndgot 6ver de “fina” efter-
namn de hade, Ellington respektive Ken-
nedy. Detta torde ha sin grund i slave-
riets upphorande, som officiellt skedde
1865. Nér slavarna blev fria skulle de
mantalféras eller kyrkobokféras. Men
de hade ju egentligen inget annat namn
an sina férnamn och i laingderna maste
de ges ett efternamn. Man bestamde da
helt enkelt att de skulle f& slavdgarens
efternamn. Detta ger anledning till miss-
tanken att jazzpersonligheter som Ivie
Anderson och Oscar Peterson hade for-
fader som varit slavar hos plantageédgare
med svenskt ursprung.

Det ar knappast troligt att Duke na-
gonsin tréffade sina mor- och farférald-
rar, men i sin sjdlvbiografi Music Is My
Mistress visar han bilder pa sina morfor-
aldrar James William och Alice Kennedy.
James William hade en tjanst som polis
i Washington och bilden i MIMM visar
honom i uniform héllande en batong.
Duke ger honom titeln “captain” och det
torde vara en ovanligt hog befattning
for en fargad polis pd den tiden. Senare
forskning har emellertid ifragasatt detta.
Enligt vissa uppgifter var han egentligen
byggnadsarbetare men ryckte ibland in
vid behov som extra polis. Enligt Ruth
Ellington fungerade han som ”a combi-
nation policeman and fireman”. James
William var fédd pa en plantage i Virgi-
nia som son till plantageédgaren och en
slavinna. Han blev faktiskt friférklarad
fore 1865 och beslot sig da for att bositta
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sig 1 Washington, DC. Det var inte helt
ovanligt att slavdgare friférklarade ljus-
hylta slavar som de erkdnde som sina
egna soner. Méanga friférklarade fargade
ville bositta sig just i Washington {6r att
vara néra och fa beskydd av landets pre-
sident. Senare hdmtade han till sig Alice
Williams fran plantagen i Virginia och de
gifte sig 1 Washington och fick bl.a. dot-
tern Daisy, Dukes mor. Hon var den fem-
te i ordningen i en syskonskara pa sju.
Om Dukes farforildrar har vi endast
sporadisk kunskap. Jim Ellington var
fodd i Lincolnton, North Carolina och
hans hustru Emma var fédd i South
Carolina. I officiella papper &r Jim be-
skriven som “mulatto”, ”farmer” och
“paralyzed” innebédrande att han led av
nagon slags férlamande skada. Emma &r
beskriven som “black”. De fick nio barn
varav James Edward var det yngsta.
Duke hade siledes manga ”aunts and
uncles”. Totalt tjugofyra sdger han i

MIMM. Dérutéver bor han rimligen ha
otaliga kusiner och sysslingar.

Dukes far James Edward Ellington,
i familjen kallad ”]J.E”, arbetade som na-
gon slags butler hos en prominent ldkare
i Washington och han tycks &ven ha &g-
natsig at viss form av catering. Det pastas
att han vid ndgot tillfille fungerade som
kypare i Vita Huset. Under forsta varlds-
kriget ldamnade han dock denna verk-
samhet och tog i stillet en anstéllning
pa ett skeppsvarv dér han hanterade rit-
ningar. Nér Ellington hade etablerat sig i
New York flyttade férst Daisy till honom
1930 och J.E. anslét dret efter. Paret James
och Daisy fick endast tvé barn, Duke och
Ruth. Enligt Mark Tucker foéddes emel-
lertid ett barn fore Duke men det dog i
spad alder.

Duke foddes, som vi alla vet, den 29
april 1899. Ruth foddes forst sexton &r
senare den 2 juli 1915. Daisy var da tret-
tiosju ar gammal. Det &r inte ovanligt



att fa barn vid den dldern speciellt inte
i dag, men kanske nagot mera ovanligt
vid forra seklets borjan. Sarskilt om det
var sexton ar sedan senaste fédseln. Det
finns manga ellingtonforskare av olika
grad som pastar att det dr en officiell
hemlighet att Ruth i realiteten var Dukes
dotter. Nagot bevis hdrom har emellertid
aldrig visats och ndgon fodelseattest som
utvisar Ruths foréldrar har aldrig pre-
senterats. Tills motsatsen bevisas far vi
behandla Ruth som Dukes syster. Ruths
liv och karridr presenterades i Bulletin
1/2015 av Fred Glueckstein.

Ruth Ellington var gift tre ganger.
Forsta gadngen med journalisten Daniel
James med vilken hon fick tvd soner,
Michael James och Stephen James. Hon
skilde sig frén James och gifte om sig
med Christopher Stamatiou. Senare gifte
hon sig med operasdngaren McHenry
Boatwright.

Duke gifte sig tidigt med Edna Thomp-
son och de fick en son, Mercer. Hans
musikaliska karridr dr kidnd for oss och
beskrevs senast i Bulletin 2/2014. Mercer
hade flera relationer med kvinnor och
fick inalles fyra barn. Han hade en tidig
relation med Ruth B. Silas men de var
aldrig gifta. De fick tillsammans dottern
Mercedes Ellington som foddes 1939.
Hon var fran borjan vare sig 6nskad eller
erkdnd av den ovriga familjen inklusive
Duke. Det var forst vid fyra ars dlder som
hon blev fullt accepterad. Mercers andra
férhéllande var med Evelyn Harrison,
med vilken han var gift, och de fick tvd
barn Gaye Ellington och Edward Elling-
ton. Mercers tredje dktenskap med dans-
kan Lene Margreth Scheid producerade
sonen Paul Mercer Ellington. Mer om
dessa barn och deras liv i det féljande.

Mercedes Ellington, det av Mercers
barn som ir mest omskrivet, hade en
framgéngsrik karridr som dansos och
koreograf. Hon har i intervjuer beskri-
vit hur hon fick tréffa sin namnkunnige
farfar vid olika forestdllningar i New
York och sdger att han inte ville bli kal-
lad farfar av henne utan hellre “Uncle
Edward”. Duke tyckte sig bli uppfattad
som gammal om han skulle bli tilltalad
som farfar. Mercedes ambition var att
bli klassisk dansés men det fanns ett
outtalat hinder for firgade dansare att
komma fram inom den sektorn. Fenome-
net dr inte okdnt inom den amerikanska
underhéllningsvérlden. Hon tvingades
déarfor koncentrera sig pd mera populdra
produktioner och deltog bl.a. i en turné i

ad

Tre generationer:
Duke, Mercedes och Mercer Ellington.

USA med ”"West Side Story”. Senare har
hon medverkat i otaliga shower, alltfor
manga for att ndmna hir. Men sarskilt
skall ndmnas att hon medverkade i och
delvis ansvarade for koreografin vid
produktionen av “Sophisticated Ladies”
som var en Broadway-succé. Pa senare
tid har Mercedes startat en organisation
med namnet “The Duke Ellington Center
For The Arts”. Man anordnar regelbund-
na konserter med Ellingtonanknytning i
New York. Namnet dndrades senare av
okdnd anledning till “The Duke Elling-
ton Central”. Man avser dven att under
2016 arrangera en Ellingtonkonferens i
New York som vi alla ser fram emot, men
som forklarades i foregdende Bulletin,
har vi anledning misstédnka att den inte
kommer till stdnd.

Gaye Ellington tycks vara den av barn-
barnen som drvts Dukes anlag for konst-
nérlig verksamhet av det visuella slaget.
Hon har haft vissa framgéngar som ma-
lande konstndr och haft utstdllningar
med sina verk. Vi ser &ven hennes namn
namnas i vissa CD-utgdvor med Mercers
Ellingtons orkester ddr hon har varit
ansvarig for layout av CD-inldggen.

Edward Kennedy Ellington kallar
sig ibland fér Edward K. Ellington IIL
Uppvéxt under en tidsperiod da rock-
en slog igenom ldrde han sig att spela
gitarr. Mercer Ellington som ledde El-
lingtonbandet tog in honom som gitar-
rist i orkestern. Han medverkar i Mer-
cer Ellingtons LP Continuum (Fantasy
F-9481) men kan inte horas som solist.
Det verkar inte som Edward var sarskilt
engagerad i musiken och efter ett par &r
lamnade han bandet och dgnade sig at
annan verksamhet. Han blev dock se-
nare uppmanad att starta ett band som

nu gar under namnet “Duke Ellington
Legacy Big Band”. Han tycks dock inte
vara vare sig initiativtagare eller ledare
utan blev snarast inviterad som medlem
for att skylta med sitt namn. Ledare av
bandet dr i praktiken en kvinnlig tenor-
saxofonist vid namn Virginia Mayhew.
Gaye Ellington ldr ocksa ha en funktion i
administrationen av bandet.

Paul Mercer Ellington tog 6ver led-

ningen av Duke Ellington Orchestra ef-
ter Mercers bortgdng. Orkestern degene-
rerade 6ver dren under hans ledning och
lades till slut ner. Paul Ellington dr nu
”Executor of the Lene, Mercer & Edward
Kennedy "Duke’ Ellington Estates”.
Paul har senare koncentrerat sig pa
filmproduktion och péstds ha haft en
hand med i produktionen av DVDn ”A
Duke Named Ellington”. Han l4r ocksa
ha forfattat ett timsldngt drama betitlat
“Love You Madly” som uppges handla
om Dukes etablering i New York pa 20-
och 30-talet. Om det blivit uppfort &r inte
kant for undertecknad.

Ruths son Michael James avled for ett
antal &r sedan. Dennes bror Stephen Ja-
mes hade vi néjet f4 hora késera vid den
senaste Ellingtonkonferensen i Amster-
dam 2014 om sina erfarenheter som med-
resendr pd Dukes turnéer runt om i varl-
den. Han har 4ven forfattat ett mycket
lasvart kapitel i boken “The Cambridge
Companion” som recenserades i forega-
ende Bulletin. Vi fr sikert héra mer av
honom vid den kommande konferensen
i New York nésta ar om den blir av.

Pa senare tid har framtrétt en sjung-
ande duo som kallar sig Savoy Elling-
tons. De pastdr sig vara syskon och heta
Edward Ellington Jr., och April Ellington.
De utger sig for att vara Dukes barn och
att de i tidig &lder medfsljde Duke och
bandet pa turnéer. Inget finns i litteratu-
ren som bekriftar detta och slikten vill
inte kdnnas vid dem. Till dess motsatsen
bevisas betraktar vi dem som fracka be-
dragare, som enbart vill utnyttja namnet
Ellington.

Man har anledning tro att det finns barn-
barnsbarn till Duke men om dessa vet
undertecknad dessvarre ingenting.

Bo Haufman
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Duke
Ellington och jazzen
i Sverige

Tack Olle Edstrom for den hir boken! Den fyller ett
tomrum i svensk jazzmusikhistoria. Den ger en bra sam-
manfattning av svenskt musikliv visavi bide lyssnare
och musikutovare under ndstan ett sekel, med intressanta
utvikningar till ovriga Europa och USA.

Den dr en “tung” bok i den be-
maérkelsen att den frdn 1900-ta-
lets borjan och fram till mitten
av 70-talet redovisar musikens
och framfor allt jazzens for-
andringar och olika gruppers
uppfattning om detta nya mu-
sikaliska uttryck.

I det drygt 50-sidiga inled-
ningskapitlet ger Edstrém sin
programférklaring for boken:
”Att  kronologiskt beskriva
hur Ellingtonbilden i Sverige
vaxer fram, den som samti-
dens intresserade kan ha kint
till, samt att sdtta Ellington och
hans musiks betydelse i en ge-
nerell svensk jazzhistorik”.

Ifrdgasatt ikon

I och med att Duke Ellingtons
musik borjade spridas oOver
varlden i slutet pa 1920-talet
genom skriverier och gram-
mofonen med 78-varvsskivor
forandrades ocksdjazzvarlden.
Han blev snabbt en ikon, men
likvdl med jamna mellanrum
ifrdgasatt bade som personoch
musiker. Edstrom later oss f6l-
ja Duke Ellington och hans or-

/
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kesters musikaliska utveckling
i kontrast till 6vrig jazzmusik
och &dven konstmusik. Dukes
mdnga besok i Sverige med
borjan 1939, hans betydelse for
musiker och lyssnare i landet
under alla 4r samt den allt ta-
tare knytningen till vart land
med olika kompositioner och
samarbeten, slutligen manifes-
terati det ndra samarbetet med
Alice Babs, redovisar Edstrom
detaljerat.

I sin undersokning anvan-
der Edstrom sig bl a av artiklar
och recensioner i specialtid-
ningar som t ex den engelska
Melody Maker och de svenska
Musikern, Scenen, Vdra Ngjen,
Charme, Orkester Journalen
och Estrad. Stor hjdlp i detta
arbete har Edstrom ocksé haft
av forre DESS-medlemmen
Bertil Lyttkens arbete ”Svart
och vitt. Utlindska jazzbestk
1895-1939 speglade i svensk
press”, utgiven 1998.

Foér den stora allménheten i
Sverigeiborjan av forra seklet var
musiken en undantagsvara. Den
musik de flesta métte formed-

Professor emeritus Olle Edstrom, fodd 1945, dr
musikvetare och har friamst varit verksam vid
Goteborgs universitet. Han har i sin forskning
huvudsakligen behandlat svensk musik, i syn-
nerhet populdrmusik betraktat fran musiksocio-
logiska perspektiv. Han dr ledamot av Kungliga
Gustav Adolfs Akademien for svensk folkkultur
och Kungliga Vetenskaps - och Vitterhetssam-
hillet i Goteborg. Innan han blev forskare och

P sedermera professor 1992 har han bl a arbetat
som violinist i Goteborgs Symfoniker och

varit musiklarare pd olika nivder inom svenskt
utbildningsvisende. (Foto Bo Haufman)

Den for Ellington viktigaste kontakten i Sverige var den med
Alice Babs, och den fir naturligtvis sin plats i Olle Edstroms bok.

lades genom svenska kyrkan,
frikyrkosamfunden inklusive
Frélsningsarmén samt arméns
och flottans musikkarer. Le-
vande musik i vardagslivet var
relativt ovanlig. De breda folk-
lagren i Sverige motte sin mu-
sik oftast i danssammanhang
genom dragspel och fiol. Det
var endast de mer vélbargade
skikten i landet som hade till-
géang till musikinstrument och
kunskap att utéva musik vid t
ex sammankomster i hemmen.

Genom grammofonen och
sedermera radion blev musi-
ken successivt tillganglig for
de flesta. Radiotjanst inledde
sina sdndningar den forsta
januari 1925 och 1928 startar
programpunkten ”Grammo-
fontimmen.” Genom radion
kunde man nu ocksd lyssna
pa musikprogram fran utland-
ska radiostationer, i synnerhet
tyska under de forsta aren. Efter
78-varvarens tidevarv, de sista
spelades in 1957-58, var det dags
for de banbrytande vinylforma-
ten med 33- respektive 45-varvs
hastigheter, som gav mgjlighet
till langre verk med ocksd uto-
kat utrymme for solister. De for-
sta LP-skivorna nddde Sverige
1950. Och musikproduktionen
med dessa format ckade déref-
ter i snabb takt.

Jazz = modernitet

Jazzen blev och var framfor allt
de yngre generationernas mu-
sik. Den stod for moderniteten.
“Det moderna hade generellt

hogre status &n det gamla”
skriver Edstrom apropa att
allt fler jazzstilar nu utvecklas
frdn 30-talet och framét. I de
tidiga recensionerna av jazzen
framtrader mangas syn pa far-
gade, framfor allt afroamerika-
ner, som grovt rasistisk. Detta
understryks ocksa i atskilliga
bilder (affischer, annonser etc.)
frdn mellankrigstiden, som
presenteras i Edstréms bok.
Motséttningar i tyckandet om
olika stilar framtradde ocksa:
jazzmusik ska inte betraktas
som dansmusik, dixiemusi-
dn bebo-
pen, svarta musiker kan spela

ken &r ”sannare”
jazz — det kan inte de vita, s k
symfonisk jazz med Ellington,
Kenton, Gershwin é&r inte jazz
osv. Det gillde bade lyssnare
och professionella recensenter
i Sverige sdvil som utomlands.
Gradvis blev dock recensioner
och analyser av musiken allt-
mer seridsa och férdjupade.
Hosten 1933 kom Louis Arm-
strong med orkester till Sveri-
ge och gav tta konserter. Det
svenska musiketablissemang-
ets omdémen om honom var
generellt sett inte smickrande:
"Hr jazzkungen och ménni-
skodtarittlingen” kallas han
bl a i tonsédttaren Gosta Ny-
stroems recension i GHT 1/11
1933. I takt med allt fler bes6k
i Sverige av framst amerikan-
ska orkestrar och jazzartister
okade dock forstdelsen och
uppskattningen av musikfor-
men och musikerna. De grov-



sta rasistiska skriverierna upp-
hérde successivt.

Den roda trdden i denna bok
ar naturligtvis Duke Ellington,
bdde som person, orkesterle-
dare, kompositér och pianist.
Hans stora framgangar i USA
med konserter och komposi-
tioner och uppskattningar pre-
senteras i fackpressen under
mellankrigstiden, dar Edstrom
framfor allt framhaller Orkes-
ter Journalens (frén 1933) bety-
delse. Edstrom later oss folja
Ellington i detalj fr o m hans
forsta besok i Sverige 1939
via alla besok under 50-talet,
60-talet (i princip &rligen) samt
t o m 1973. Edstréom har ana-
lyserat samtliga besok under
dren: vilken musik som spela-
des, vilka personer som ingick
i orkestern samt dess genklang
hos recensenter och publik.

Var det jazz?

P& 40-talet inleds Ellingtons
ldnga rad av ldngre kompo-
sitioner i olika satser. Nar Re-
miniscing in Tempo (1935) och
Black, Brown & Beige presente-
rades pdminde mottagandet
och uppfattningen om varan-
dra. Var det musik? Var det
bra? Var det jazz?

Musikjournalisten Anders
R. Ohman formulerade sam-
tidens dominerande vérde-
ringsmall: jazz kontra konst-
musik. ”"Det var skillnad pa
musik och musik. Konstmusik
hade en kvalitet som jazz inte
nadde upp till, men det kunde
likvdl vara vart att lyssna pa

Tidskriften Estrad efter
Duke Ellingtons besok 1950
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jazz.” Med olika tolkningar
kom dessa fragor ofta att f6lja
Duke under hela hans livstid
och faktiskt &ven dérefter.
Tva gadnger ndarmade Elling-
ton sig direkt konstmusikens
omrdde. Forsta gdngen ar-
rangerades Pjotr Tjajkovskijs
Notkndpparsvit om &n i hu-
vudsak av Ellingtons musika-
liska partner, Billy Strayhorn.
Skivan med verket méttes med
vilvilja och uppskattning. An-
norlunda blev det nir Elling-
ton/Strayhorn tog sig an Ed-
vard Griegs musik till Ibsens
drama “Peer Gynt.” Aven den
till stérsta delen arrangerad av
Strayhorn. D4 tog det hus i hel-
vete, for att uttrycka det milt.
Den konservativa Griegfonden
reagerade kraftfullt och skivan
fick inte sdljas eller spelas i
offentliga media (radion). Sa
smaningom enades parterna
och skivan “slépptes fri”. Har
kommer ménga jazzentusias-
ter ihdg rabaldret med Charlie
Normans inspelning av ”Ani-
tras dans”. Edstroms ingdende
analys av dessa hédndelser &r
en pérla i den svensk/norska
musikhistorien.

Igenkinnandets
glidje

For de allra flesta 30-,40- och
50-talisterna med jazzintresse
ar den hir boken en igenkédn-
nandets glddje. Alla har spisat
skivor hemma hos en kompis,
alla har intensivt diskuterat for
och emot olika jazzriktningar,
tolkningar, verk och musiker.

Edstroms bok dr ingen av-
handling, men béar dndéa fors-
och  avhandlingen
sighum med en notapparat

karens

pa 632 hanvisningar och for-
klaringar, en litteraturlista pd
atskilliga sidor samt omnam-
nande av ett storre antal radio
- och TV-program. I sann tvér-
vetenskaplig anda spanner
Edstrom 6ver médnga av ve-
tenskapens forskningsomra-
den, historia, musikvetenskap
inklusive harmonildra, socio-
logi, estetik och samhéllsana-
lys i sin undersokning.

Trots detta dr boken lattlast
och oavbrutet intressant, 4ven
for de som inte dr hingivna El-
lingtonentusiaster. De manga
notexempel som Edstrom pre-
senterar av Ellingtons musik
med ingdende referenser till
harmonildrans vokabulér kra-
ver fackkunskaper, men visar
ocksd pa bredden i bokens
malgruppsinriktning. Den rik-
tar sig till bade allmant musik-
intresserade och fackmaén.

Det verkligt intressanta i Ed-
stroms bok &dr det nya per-
spektivet med  Ellingtons
kompositioner och konserter
i detta land samt hans musi-
kaliska paverkan pd svenska
jazzmusiker. Jag hade gérna
sett en bildkollektion 6ver de

viktigaste  orkestersamman-
sdttningarna och solisterna i
Duke Ellingtons orkester som

ett komplement.

Som helhet: Olle Edstroms
bok éar fascinerande, lattlast
och en guldgruva for alla
svenskajazzvannerisynnerhet
alla Duke Ellingtonélskare.

Thomas Harne

Olle Edstrom:
Duke Ellington och
jazz i Sverige.

Carlsson/Skrifter fran musik-
vetenskap,
Goteborgs Universitet nr 103,
2015.ISBN 978 91 7331 708 S,
396 sidor.

Duke pd LP 1932

1932 utgav Victor 68 skivor avsedda som pausmusik pa
biograferna. Tva versioner gavs ut: vanliga 25 cm 78:or
(T1-68) och som 25 cm 33 1/3 skivor med normalbrett
spar och samma speltid som motsvarande 78 (LT1-68).
Ett tjugotal av dessa &r av jazzintresse (bl.a. T13/LT13
med Bennie Moten frén 1926 och T64/LT64 med Jelly
Roll Morton fran 1930.) Dessutom nedanstdende sju
skivor med Duke Ellington. Skivorna har samma titel p&
bégge sidorna.

Som jag ndmnt i en tidigare artikel installerade bio-
graferna i USA fran 1926 speciella grammofoner for att
kunna spela de 16” /40cm 33 1/3 skivor som hade ljudet
till Vitaphonefilmerna. Ofta hade biograferna bara gram-
mofoner med den ldgre hastigheten vilket var orsaken till
att man maste tillverka skivorna i tva versioner. (Ameri-
can Record Corporation gjorde samma sak 1931-1933.)

LT9 (T9) LBRC-72920-1 (22-9-1932) Dubbning av BVE-
55845-2 Mississippi Dry (16-9-1929)

LT10 (T10) LBRC-72921-1 (22-9-1932) Dubbning av BVE-
49652-2 Flaming Youth (16-1-1929)

LT11 (T11) LBRC-72940-1 (30-9-1932) Dubbning av BVE-
41246-1 Blue Bubbles (19-12-1927)

LT12 (T12) LBRC-72916-1 (21-9-1932) Dubbning av BVE-
64811-4 Mood Indigo (10-12-1930; omtagning frén 21-11-1930)
LT60 (T60) LBS-72955-1 (26-10-1932) Dubbning av BVE-
61012-6 Old Man Blues (26-8-1930; omtagning fran 20-
8-1930)

LT61 (T61) LBS-72954-1 (26-10-1932) Dubbning av BVE-
62193-2 Jungle Nights In Harlem (4-6-1930)

LT62 (T62) LBS-72959-1 (26-10-1932) Dubbning av BVE-
59692-2 Double Check Stomp (11-4-1930)

Bjorn Englund
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Delar av tvd av sidorna i boken om och av Lenas Junoff, med

hennes livfulla beskrivning av relationen till Duke Ellington.

Det var en lite frostig stimning mel|
Amerika. Han smirade exirg myckeingar mi g.a ;
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Det var sant. Vi hade helg forsg klass-avder
mingen fér oss 5jilva och de hade gjort om fyra
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I var Bulletin
2/2014 recen-
serades ett
radioprogram
om Lena Ju-
noff under
ovanstdende
rubrik.  Pro-
grammet sdn-
des i Sveriges
Radio P1 den
= 16 mars 2014.
I artikeln ndmndes att Bo Sjokvist och
tecknaren Pontus Lundkvist hade for
avsikt att ge ut en bok om Lena Junoffs
liv och leverne. Denna bok finns nu ute
pa marknaden och kan enklast inhandlas
fran Adlibris till priset 153:-.

Det &r en sdregen bok pa flera satt. Bo-
ken utgor i princip en intervju med Lena
Junoff men den é&r inte presenterad som
skriven text utan som en tecknad serie
med pratbubblor. Man f6rstér att de som
gor intervjun vill skaffa underlag for en
utredning om Johnny Bode med vilken
Lena Junoff samarbetade under en tid i
sin karridar. Men Lena undviker dmnet
och leder hela tiden 6ver intresset till
andra @&mnen. Hon skams uppenbarligen
Over samarbetet som bestod i hennes in-
sjungningar till Johnny Bodes pornogra-
fiska LP “Bordellmammans dotter”. Till
slut blir det dock ett kapitel om hennes
kontakter med Bode.

Lena Junoff hade ett rorigt liv kantat
av mycket sprit och umgénge med olika
kandisar i underhallningsbranchen. Hen-
nes sétt att uttrycka sig ar fargat av hen-
nes hektiska liv i 1960-talets Europa. Det
ar mycket sprit och knulla och manga av
den tidens popartister férekom i hennes
varld. Bland hennes bekantskaper fanns
Rod Stewart, Beach Boys, Hep Stars, PJ
Proby, Paul Anka, Bosse Hogberg, Cor-
nelis Vreeswijk m.fl.

Men anledningen till att vi 6ver hu-
vud taget observerar denna bok &r hen-
nes kontakter med Duke Ellington. En-
ligt hennes egna ord sd blir hon 1970
uppringd av Duke som vill diskutera ett
eventuellt engagemang av henne. Han
behovde en ny sdngerska just dd. De traf-
fas och kommer sé bra 6verens och de
hamnar omgdende i samma sidng. Lena
blir anstilld och f6ljer med orkestern pa
den fortsatta turnén i Europé. I Berlin
gor man en inspelning och Lena péstar



att hon sjunger La Plus Belle Africaine.
Hérvidlag misstar hon sig emellertid.
Det torde i stéllet rora sig om Afrique och
som nyligen getts ut pd LPn "The Conny
Plank Session”, som recenserades i var
foregdende Bulletin.

Lena upptécker dock att hon &r langt
ifrdn den enda kvinnan i Dukes liv och
har flera anledningar att kdnna svart-
sjuka. Emellertid foljer hon med Duke
till USA och Duke reserverar hela forsta-
klassavdelningen i flygplanet f6r sin och
Lenas rakning. Man har gjort om fyra sa-
ten till en sdng och i den tillbringar Lena
och Duke resan tillsammans. Vid ankom-
sten till New York paborjar Duke sitt en-
gagemang pd Rainbow Grill och Lena far
medverka som vokalist. Hon ar besviken
atthon inte far tillfalle att repetera med or-
kestern och hon far mycket blandad kritik
for sina insatser. Efter Dukes fem veckor
pa Rainbow Girill blir Lena sjuk och sa
smaningom hemskickad till Sverige.

Ett genomgdende tema i boken &r Le-
nas intresse f6r mat och varje kapitel av-
slutas med ett recept som pd nagot sitt
anknyter till personen kapitlet avhandlat.
I fallet Duke Ellington p&stér hon att han
gillade en anrittning bestdende av rakor
och majonnaés enligt f6ljande recept:

Lagg nagra skalade farska rakor langst
ner i ett hogt glas pa fot. Ringla 6ver
rejdlt med majonnds. Toppa med ndgra
rakor och en dillkvist. Till det har drack
Duke Ellington Coca-Cola med tva sock-
erbitar i. Han gillade nér bubblorna rik-
tigt fraste i glaset.

Boken interfolieras med bilder pa Lena
och hennes bekantskaper samt tidnings-
artiklar i faksimil som illustrerar hennes
karridr. Boken &r rolig och sidger ndgot
om hur “groupies” levde for femtio ar
sedan d@ven om sanningen i de flesta fall
tycks vara ndgot modifierad.

Bo Haufman
Lena Junoff primadonnan fran Hisingen.
En biografisk kokbok av Pontus Lundkvist
& Bo Sjokuvist. 172 sidor. Kartago forlag, 2014.

Nya medlemmar

I detta nummer har vi inga nya medlem-
mar att hilsa vilkomna i vdr forening.
Det dr trdkigt. Vi behover bli fler med-
lemmar och dd behover vi medlemmarnas
hjélp. Beritta for era vinner och bekanta
om DESS Bulletinen och uppmana dem
att bli medlemmar!

Den amerikanska underhéllningsbran-
schens kanske stdrsta namn, Frank Sina-
tra, fyller 100 &r den 12 december, vilket
uppmirksammas p4 mdanga héll. Duke
Ellington och Frank Sinatra hade ett om-
fattande samarbete, kanske mest pa det
ekonomiska omradet men dven pa det
rent musikaliska. Frank Sinatra hade

h

Sinatra kunde inte finna ndgra melodier
ur Ellingtons repertoar som han ansdg
passa honom. Endast ett nummer, I Like
The Sunrise, ar en Ellingtonkomposition.
Alla 6vriga nummer dr andra kompo-
sitérers verk och valda av Sinatra. Ar-
rangemangen dr gjorda av Billy May
som ocksa ledde orkestern under inspel-

B

startat grammofonbolaget
Reprise Records och i de-

ningen. Vid tillfdllet fungerade

‘fD Lo inte Ellingtons orkester helt till-

cember 1962 tecknade Duke
Ellington ett avtal med
bolaget som 16pte fram till
maj 1965. Efter framgangen
vid Newportfestivalen 1956
hade Ellingtons marknads-
vérde stigit och han kunde vélja bland de
olika grammofonbolagen som ville dra
foérdel av hans pényttfodelse. Det tycks
som Ellington hade tamligen fria hander
nér det géllde val av repertoar och flera
fina LP-utgdvor producerades under
dessa ar av Reprise:

Afro-Bossa (R-6069)

The Symhonic Ellington (R-6097)
Ellington '65 (R-6122)

Duke Ellington Plays Mary Poppins (R-6141)
Ellington '66 (R-6154)

Will Big Bands Ever Come Back? (R-6168)
Concert In The Virgin Islands (R-6185)
Duke Ellington Greatest Hits (R-6234)

Flera av dessa LP innehéaller nummer
som rdknas bland Ellingtons béttre och
undertecknad vill sdrskilt framhalla
”Concert In The Virgin Islands” som bl.a.
innehaller flera bevis p& Paul Gonsalves
storhet. Men som é&gare till Reprise Re-
cords ville Frank Sinatra spela in en LP
tillsammans med Duke Ellingtons orkes-
ter och det blev:

Francis A. & Edward K. (F-1024)

Den spelades in i december 1967, alltsa
efter att kontraktet med Repris gatt ut.
Mycket har skrivits om denna inspelning
under drens lopp och de flesta &sikterna
om resultatet dr oftast ndgot negativa.

ANCIS A.
ER e EDWA

fredsstillande. Cootie och Cat
hade svérigheter att samarbeta
och Sinatra fick kalla in Al Por-
cino for att fa fason pa trumpet-
sektionen. Mer om Sinatra och
Ellington kan lédsas i en lasvard
artikel av John C. Gee inférd i Bulletin
1/1996.

Men Duke Ellington hade ytterligare
ett uppdrag for Reprise Records. Han
var utsedd som en slags A&R-man for
Reprise och hade fria hdnder att produ-
cera upp till 10 LP f6r bolaget med valfria
artister. Det tycks emellertid som endast
5 LP producerades och alla gjordes i Pa-
ris i februari 1963:

Serenade to Sweden, med Alice Babs och
Duke Ellington

Duke Ellington Presents Bud Powell
Dollar Brand (aka Abdullah Ibrahim)

A Morning In Paris, med Sathima Bea Ben-
jamin och Duke Ellington

The Jazz Violin Session, med Ray Nance,
Svend Asmussen och Stephane Grappelli
Skivorna med Bud Powell och Dollar
Brand gavs ut av Reprise men den fina
skivan med Alice Babs gavs ut av Reprise
enbart i Europa. Inte ens Mosaic tog med
den ndr man gav ut boxen med Elling-
tons samtliga Repriseinspelningar. “The
Jazz Violin Session” saldes till Atlantic
som gav ut den. “A Morning In Paris”
fick Sathima behélla sjélv och hon gav
senare ut den pa skivmarket ENJA. Mer
om dessa inspelningar kan ldsas i Bulle-
tin 2/2009 och 3/2009. (Finns i lager och
kan inhandlas av DESS).

Bo Haufman
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Posttidning B

Duke Ellington Society of Sweden
c/o Leif Jonsson, Anbudsvégen 15

187 50 TABY

20

Duke Ellington Society of Sweden hdlsar sina medlemmar
vilkomna till hostens sista

Motet kommer helt att dgnas dt minnet av Billy Strayhorn.

Franska Skolans Aula,
Dobelnsgatan 3, Stockholm.
Portkod for kvallen: 1207
Entrén 6ppen fr. k. 17.00.
Entréavgift: 100:- i kontanter
Nérmaste T-banestation: Hotorget
Glom ej portkoden som

endast galler for denna kvall.
Kommer Du inte in sa ring:
070-622 88 16, 070-540 70 09 eller
070-632 27 83

17.30 - 18.30

DESS-medlemmen Bengt Barkman,
stor Strayhornbeundrare, kdserar
om foremalet for sin beundran och
illustrerar det med exempel pa hans
kompositioner.

18.30 — 19.00

Paus med mojlighet till mingel och
ink6p av 61/ vin och hemgjorda
baguetter, 30:-/st.

Obs! Endast kontanter géller.

19.00 - 20.15

Kvillens musikaliska utbud gar i
Billy Strayhorns tecken. Magnus
Doleruds kvartett bestdende av or-
kesterledaren sjélv pa tenorsax as-
sisterad av Erik Lindeborg, piano,

Magnus Dolerud
spelar Strayhorn
den 7 december.

Hans Backenroth, bas, och Gustav
Nahlin, trummor, bjuder oss pa
en hogtidsstund. Kvartetten har
specialiserat sig pa att tolka Billy
Strayhorns musik. Tiderna ar un-
gefarliga.

De av oss som skaffat sig en al-
manacka fér 2016 bor reservera
foljande mandagskvallar for med-
lemsmoten i DESS regi:

22 februari med drsmote

9 maj

3 oktober

12 december

Vi avser att f6lja samma program-
idé som under innevarande 4&r,
d.vs. ett intressant kaseri foljt av
levande musik och mojlighet till
inkop av forfriskningar. Alltid med
start 17.30 och avslutning 20.30.
Bulletinen med kallelse kommer
som vanligt att vara medlemmar
till handa nagra veckor fore varje
medlemsméte. Varmt valkomnal

Glom inte att betala
medlemsavgiftenfor 2016.
Sdtt in 250:-
pd DESS bankgiro: 211-3207
Vi tackar!

ISSN 1400-8831

c/o Leif Jonsson
Anbudsvigen 15, 187 50 TABY
08 - 51 05 03 14, 0706 22 88 16

Bo Haufman,
Claes Englund, Bjérn Englund,
Claes Brodda, Thomas Harne,
Ulf Callius (layout)

211-3207

www.ellington.se

duke@ellington.se

ar per kalenderar:
Inom Norden 250 kr

Membership outside Scandinavia
annual fee USD 50

Vid k6p hos DESS, anvénd vart
bankgiro: 211-3207



