
BLACK, BROWN AND BEIGE IN DUKE ELLINGTON'S 
REPERTOIRE, 1943-1973 

ANDREW HOMZY 

After the confused and disappointing reception of Black, Brown and 
Beige by the critics at its premiere on January 23, 1943, Duke Ellington 
and his orchestra performed that work and most of the other pieces on 
the Carnegie Hall program just five days later at Boston's Symphony 
Hall. Many in the audience at these concerts knew Ellington as a suc- 
cessful danceband leader and writer of such popular songs as "Mood 
Indigo," "Sophisticated Lady," and "Don't Get Around Much Any- 
more." For those concertgoers not aware of his more explorative compo- 
sitions, Black, Brown and Beige must have been a challenging or puzzling 
interlude in a program that lasted over three hours. As for the critics, 
Scott DeVeaux (in this issue) has noted that most were ill-equipped to 
assess the complete Black, Brown and Beige after only one hearing.1 

These two concerts, a February WNYC radio broadcast of the entire 
Carnegie Hall concert, and the Rye High School preview may have been 
the only complete public performances of Black, Brown and Beige heard 
until almost thirty years later, when it was recorded by an orchestra of 

1. Fortunately, Ellington's historic 1943 concert was recorded by technicians at Carnegie 
Hall and copies of the original acetate discs circulated among a small circle of record col- 
lectors. In the 1960s one of these collectors issued only the 45-minute Black, Brown and 
Beige portion of the concert as a bootleg LP on the Italian label For Discriminating Collec- 
tors. Other bootlegs surfaced later on the Hall of Fame and Ariston labels. These LPs were 
never advertised to the general public as they were pressed in small quantities and aimed 
primarily at specialists and collectors. The only commercial issue of Black, Brown and Beige 
from the 1943 Carnegie Hall concert was released in 1977 on Prestige, subsequently reis- 
sued on compact disc. 

ANDREW HOMZY is associate professor of music at Concordia University in Montreal. The 
Andrew Homzy Jazz Orchestra has featured works of Ellington and other jazz figures in 
concerts and radio programs. His transcriptions are frequently played by the Smithsonian 
Jazz Masterworks Orchestra. Mr. Homzy has written liner notes for several compact discs, 
including Black, Brown and Beige (RCA Bluebird 6641-2-RB). 
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British musicians led by Alan Cohen in the fall of 1972.2 Yet throughout 
this period Ellington kept returning to Black, Brown and Beige-paring it 
down and performing excerpts, reorchestrating and retitling individual 
sections, and featuring the work in varied contexts, from nightclub ap- 
pearances to record dates and Sacred Concerts. While Black and Brown 
figured prominently in these developments, Beige would be altogether 
neglected until 1965, when Ellington resurrected most of the movement 
for a privately produced recording session.3 

The 1940s 

Following the full-length concert performance of Black, Brown and 
Beige in January 1943, Ellington soon began to perform excerpts from the 
work as his orchestra appeared in different venues. Beginning April 1, 
1943, after two months of ballroom and theater dates held from Cleve- 
land to Boston, the Duke and his Famous Orchestra began a six-month 
residency at New York's Hurricane Restaurant, located at Forty-ninth 
and Broadway. Initially Ellington was contracted to play dance music 
from 7:00 P.M. to 4:00 A.M. and to accompany floor shows at 8:00 P.M. and 
12:30 A.M. On May 25 the policy was changed to present Ellington as 
featured artist-in other words to be the show rather than simply sup- 
port it. The orchestra, however, continued to provide dance music for 

2. An advertisement in the Cleveland News of Friday, February 19, 1943, reads: "Tomor- 
row Eve. Public Auditorium. Duke Ellington and his Famous Orchestra-Concert Program 
as Performed at Carnegie Hall, N.Y." Unfortunately, it is not clear if Ellington played ex- 
cerpts from Black, Brown and Beige or the complete work. According to Ardelia Bradley 
(1943): 

Then came the superb "Black, Brown, and Beige" from Duke's Negro Opera, 
"Boola." The maestro explained that the three parts of his composition represented 
the progress made by the Negro in America, embodying the contributions he has 
made to American culture. The Black excerpt told of the dark days of slavery, the 
work theme predominating with only stolen moments of gaiety .... The Brown pas- 
sage covered the period of the three wars-Revolutionary, Civil and Spanish Ameri- 
can-with the well known blues form being born after the latter conflict .... Beige is 
a portrayal of the World War period when the "black, brown, and beige were in 
there fighting for the red, white, and blue." ... If the rest of "Boola" is written on a 
comparable plane to these excerpts, it should be one of the greatest contributions to 
American music made in recent years. 
3. For a chronology of Ellington's performances and recordings of Black, Brown and 

Beige, see Hoefsmit and Homzy (in this issue). Ellington has been well served by discogra- 
phers, and a history of their work would fill many pages. The earliest discographies ac- 
companied magazine articles. Many books on Ellington contain discographies, most com- 
prehensive jazz discographies include Ellington as a subject, and at least eight publications 
deal exclusively with Ellington recordings. For more detailed information, see Nielsen 
(1992), the most recent and comprehensive source of information on Ellington's post-1941 
recordings. See also Timner (1988), Massagli, Pusateri, and Volonte (1966-1983), and Val- 
burn (1986; 1993). 
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the patrons. Furthermore, Ellington's contract guaranteed him the right 
to earn extra income by allowing radio station WOR to broadcast a por- 
tion of the show during each of the six nights per week he played at the 
Hurricane.4 Perhaps the most important of these broadcasts was the 
Sunday night series titled "Pastel Period," which focused on repertoire 
not regularly heard at Ellington's dances and shows (Stratemann 1992, 
241-242). According to extant recorded documents (acetate discs), ex- 
cerpts from Black, Brown and Beige were regularly performed-particu- 
larly "Emancipation Celebration" and "West Indian Dance."5 

These same two excerpts from Brown were the only excerpts featured 
at Ellington's second Carnegie Hall concert on December 11, 1943. On 
this occasion, Ellington seemed defensive in his introductory remarks: 
"Next we play a very short sketch from Brown, which is the second sec- 
tion of Black, Brown and Beige. We thought we wouldn't play it in its 
entirety tonight because it represents an awfully long and a very impor- 
tant story. And in that I don't think that too many people are familiar 
with the story, we thought it would be better to wait until that story 
was a little more familiar before we did the whole thing again" 
(Ellington 1943). Reviewing this event in Metronome, Barry Ulanov (who 
was soon to be Ellington's first biographer) noted that "The Blues" (or 
"Mauve") had also been scheduled on the program but was canceled 
when singer Betty Roche became ill. Ulanov expressed disappointment 
that the entire Black, Brown and Beige was not performed. "One needn't 
follow the history of the American Negro," he wrote, "to understand the 
music. [Black, Brown and Beige] is actually, I think, far more successful 
listened to simply as music, without Duke's relentless programming be- 
tween sections" (Ulanov 1944, 48). 

Between the first and second Carnegie concerts there were several 
personnel changes in Ellington's orchestra, the most important being the 
arrival in late May 1943 of clarinetist-tenor saxophonist Jimmy Hamil- 
ton. He came from Teddy Wilson's band to replace Chauncey Haughton 
(Stratemann 1992, 242). Hamilton became Ellington's principal clarinet 
soloist, albeit in an almost boppish idiom far removed from the New 
Orleans style of Barney Bigard, who had established the clarinet chair in 
the Ellington orchestra by early 1928, holding it until his departure in 
June 1942. Ellington, ever sensitive to the unique qualities of each indi- 

4. I am not able to determine how much, if any, extra income Ellington earned by 
allowing WOR of the Mutual Broadcasting System to air his music. It is certain that 
Ellington knew these broadcasts were an investment with rewards to be reaped through 
increased publicity and demand for appearances on the road. 

5. Many of these acetate recordings have been issued in limited edition recordings (see 
Hoefsmit and Homzy, in this issue). 
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vidual in his orchestra, was not able to insure the abilities of Bigard's 
replacement at this time, and thus the only significant clarinet solo in all 
of Black, Brown and Beige occurs in the last movement. This solo, atypi- 
cally, was entrusted to the reliable Harry Carey, who usually played 
baritone sax. Curiously, Ellington never revised Black, Brown and Beige to 
exploit Hamilton's ability as a soloist. The newcomer's clarinet was used 
occasionally to lead the saxophones. But far more often in Black, Brown 
and Beige, Hamilton was required to play tenor sax as a member of the 
reed section. 

In December 1944, shortly after a two-year musicians' union recording 
ban had ended, Ellington picked up his contract with RCA Victor and 
began his third period of recording for that famous company. 
Ellington's second and third sessions, after the resolution of the strike, 
took place on December 11-12, and were devoted entirely to recording a 
truncated version of Black, Brown and Beige.6 Ellington understood the 
importance of an officially and properly recorded version. As he told 
Barry Ulanov, "I have two careers and they must not be confused, 
though they most always are. I am a bandleader and I am a composer. 
Sometimes I compose for the band; sometimes I compose for other or- 
ganizations; sometimes I compose in a vacuum. What I'm trying to do 
with my band is to win people over to my bigger composing ideas. 
That's why I pared down B, B and B. You gotta make 'em listen first, 
listen to things like 'Don't Get Around Much Anymore' and 'Do Nothin' 
['Til You Hear from Me].' Then, when they've heard that, maybe they'll 
say, 'Gee, this guy isn't so bad at all,' and they'll listen to the longer and 
more ambitious works and maybe even enjoy them" (quoted in Ulanov 
[1946] 1975, 274-275). 

While a Victor studio recording of the complete Black, Brown and Beige 
would have been preferred, the technology of the time was not quite 
adequate for the work's temporal dimensions. True, Ellington had al- 
ways utilized state-of-the-art techniques when recording his music. In 
fact, he pioneered writing and recording extended jazz performances- 
first with a version of "Tiger Rag" on January 28, 1929, which lasted 
more than six minutes, using both sides of a standard ten-inch 78 rpm 
disc. On June 11, 1931, Duke recorded his Creole Rhapsody for Victor on 
both sides of a twelve-inch 78 rpm disc, thus allowing for almost nine 
minutes of recorded music. In 1932 Duke recorded an experimental 33- 
1/3 rpm disc that provided about seven minutes of recording time. And 
on September 12, 1935, Ellington recorded Reminiscing in Tempo, which 

6. See Homzy (1988) for more about these sessions in the context of Ellington's return to 
recording activity after the recording ban. 
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lasted for more than twelve minutes, on both sides of two ten-inch 78 
rpm discs. 

Another long piece had resulted in May 1934, when Ellington made 
the nine-minute film Symphony in Black (released in 1935). The continu- 
ous music in this film-some of it taken from pieces already in the 
book-may be considered as an extended work. Ellington's score for 
Symphony in Black progresses dramatically from one idea to the next 
without depending on the film's visual images. Like Black, Brown and 
Beige, Symphony in Black is programmatic, depicting in music specific 
scenes and moods: laborers at work, a lovers' triangle, profound sorrow 
over the death of a child, and the allure of big city nightlife. With this 
project, Ellington pioneered in the unfortunately underutilized tech- 
nique of recording directly onto a film soundtrack-a process which, in 
the first half of the century, offered the ultimate in recording time and 
quality. 

By 1944 the only other developments in recording technology were 
acetate discs, which could capture as much as fifteen minutes of music, 
or wire recorders-developed and used mostly in Europe-which were 
not nearly the quality of standard shellac disc recordings or the soon-to- 
be-developed tape recording process. It is possible that Ellington and his 
producers considered recording Black, Brown and Beige on ten ten-inch 78 
rpm discs or seven twelve-inch discs. Classical symphonies and operas, 
after all, were issued in multiple-disc albums.7 But issuing a forty-five- 
minute composition by a jazz and danceband leader in 1944 may have 
been deemed commercially unfeasible. As it was, Ellington recorded 
more than eighteen minutes of excerpts from Black, Brown and Beige (on 
both sides of two twelve-inch 78 rpm discs) with a well-rehearsed band. 

Among Ellington's trumpeters at these sessions, only Ray Nance had 
participated in the Carnegie Hall premiere. The rest of the section con- 
sisted of Shelton Hemphill, Taft Jordan, and, most important, Cat An- 
derson, a high-note specialist "transferred" from Lionel Hampton's band 
on September 1, 1944. In the trombone section Claude Jones replaced 
Juan Tizol, while Joe Nanton and Lawrence Brown had been present at 
the premiere. In the reed section clarinet virtuoso Jimmy Hamilton had 
settled in and was to prove a permanent member. Saxophonists Hodges, 
Hardwick, and Camey had been with Ellington since the 1920s. Perhaps 

7. Multiple-disc sets of classical music were common at this time. For example, in 1939 
Victor offered Ravel's Daphnis and Chloe, Suite no. 2, recorded by Serge Koussevitzky con- 
ducting the Boston Symphony Orchestra on four twelve-inch discs-approximately thirty- 
two minutes of music. Koussevitzky's recording of Bach's Passion of Our Lord According to 
St. Matthew was sold as an album containing ten twelve-inch discs-almost one-and-a-half 
hours of continuously interrupted music (see RCA Manufacturing Company 1939). 

91 

This content downloaded from 146.50.69.39 on Thu, 24 Apr 2014 02:57:04 AM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


BMR Journal 

the most noteworthy change in the reed section was Al Sears, who re- 
placed Ellington's first outstanding tenor saxophonist, Ben Webster. 
Drummer Hillard Brown substituted for the occasionally ailing Sonny 
Greer on these sessions, while Joya Sherrill became part of Ellington's 
new three-woman vocal team (with Marie Ellington-no relation-and 
Kay Davis) and assumed Betty Roche's part in "The Blues." 

These six excerpts from Black, Brown and Beige-"Work Song," "Come 
Sunday," "The Blues," "West Indian Dance," "Emancipation Celebra- 
tion," and "Sugar Hill Penthouse"-were played with greater confidence 
and perhaps more understanding at the 1944 Victor sessions than by the 
orchestra at Carnegie Hall in January 1943. Furthermore, the music was 
very well recorded by Victor's engineers. Among the choice details of 
performance are the delicate guitar and bass strumming behind Hodges' 
solo in "Come Sunday"; exquisite trumpet section work-particularly in 
the a cappella passage of "Work Song"; the pizzicato violin solo by Ray 
Nance that precedes "Come Sunday"-an effective touch that might 
have been lost on the Carnegie Hall stage or was, perhaps, a spontane- 
ous decision in the recording studio. That said, one cannot overlook the 
dynamic playing of any of the soloists-Carney, Hodges, Nanton, or 
newcomer Taft Jordan who took over the sweet trumpet chair estab- 
lished by Arthur Whetsol and passed on to Wallace Jones (who origi- 
nally played the "Penthouse" solo). In "Emancipation Celebration," it 
may be Cat Anderson, a chameleon-like imitator, who plays a la Rex 
Stewart-although Ray Nance could also play that role. 

Following the December 11-12 Victor sessions, a third concert at 
Carnegie Hall was presented on December 19, 1944. All of the recorded 
excerpts were played, together with "Light" (the last section of Black). 
Rex Stewart had returned to the band, bringing the trumpet section to 
five members, and presumably reclaimed his part in Black, Brown and 
Beige. 

At Ellington's fourth Victor session from this period, on January 4, 
1945, a new piece was developed from material taken from two inde- 
pendent sections of Black, Brown and Beige. This piece, titled "Carnegie 
Blues," was based on "The Blues" section of Brown-specifically the pas- 
sages featuring the trombone section and Ben Webster. On "Carnegie 
Blues," Al Sears and Lawrence Brown exchange four-bar statements fol- 
lowed by unaccompanied trumpets in a passage expanded from the 
"Work Song" section of Black. 

After this session, Ellington was not to record any music from Black, 
Brown and Beige for commercial issue until 1958. Yet throughout 1945 his 
orchestra performed the Victor excerpts, "Light," and "Carnegie Blues" 
on many programs ranging from concerts and nightclub appearances to 
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theater engagements and dances. During this time Ellington broadcast 
frequently and recorded on transcription discs; many of these perfor- 
mances were issued in a limited edition by Jerry Valbur on the forty- 
nine LPs that make up the Duke Ellington Treasury Series (DETS).8 

Black, Brown and Beige continued to form part of the Ellington reper- 
toire over the next two years. At his fourth Carnegie Hall concert on 
January 4, 1946, Ellington again presented excerpts from the work, this 
time shifting the order so that "Come Sunday" preceded "Work Song," 
which was followed by "The Blues." Except for differences introduced 
by new personnel-vocalist Kay Davis on "The Blues," for example- 
the performances followed closely those excerpts heard on the Victor 
recordings of 1944.9 Then, after a few radio broadcasts of excerpts in 
1947, Black, Brown and Beige seems to have disappeared from the 
Ellington orchestra's book until 1955. 

The 1950s 

If the loss of Jimmie Blanton,l? Cootie Williams, Barney Bigard, and 
Ben Webster in the early 1940s had any effect on Ellington's subsequent 
compositions, then perhaps additional serious personnel losses in the 
early 1950s account for the neglect of Black, Brown and Beige until 1958. 
The departures in 1951 of founding member Sonny Greer and Johnny 
Hodges signaled the beginning of a new era for Ellington. And in fact 
one of the reasons the great alto saxophonist left the orchestra was be- 
cause of Ellington's increased output of extended works, which de- 
pended much less on improvised solos and, perhaps more important, 
eliminated the kind of collaborative approach to composition Ellington 
had utilized in the 1920s and 1930s.11 Hodges' most important successor 
was Willie Smith (1951) of the Jimmie Lunceford Orchestra. Smith was 
followed briefly by Hilton Jefferson (1952) of the Fletcher Henderson Or- 
chestra and a much younger player, Rick Henderson (1953-1955). Yet 
arguably the most profound change occurred in the rhythm section. 
Bassist Jimmy Woode (1955-1959) followed in the footsteps of Jimmie 
Blanton and Oscar Pettiford; but it was drummer Sam Woodyard (join- 

8. Valburn's immense collection of Ellington recordings, from which the DETS series 
was drawn, now resides in the Music Division of the Library of Congress. 

9. The most significant change of personnel by this time was the introduction of bassist 
Oscar Pettiford, who essentially replaced Junior Raglin. As in 1945, the Victor excerpts 
were featured in a variety of engagements. Kay Davis was utilized mainly as a wordless 
vocalist in pieces such as "Transblucency" and "On a Turquoise Cloud." 

10. According to signed photographs in the collections of Steven Lasker, Jack Towers, 
and others, the spelling of Blanton's first name is "Jimmie." 

11. According to Johnny Hodges, "We didn't like the tone poems too much" (quoted in 
Jewell 1977, 115). 
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ing in August 1955) who really coalesced the radical change of rhythmic 
conception that Blanton had introduced in late 1939. While Sonny Greer 
had been an excellent colorist and respondent to Ellington's composi- 
tions, he had essentially formed his style by 1927-1928 (see "Black and 
Tan Fantasy" and "The Mooche"). Greer rode along with the rhythm, 
flavoring the beat here and there, while Woodyard reversed Greer's role 
and drove the rhythm-often not responding to orchestral punches, as 
most big band drummers do, or coloring the music with exotica as 
Greer had done. 

After the losses of Hodges, Greer, and trombonist Lawrence Brown 
(also in 1951), the old-timers remaining in the orchestra were Harry 
Carney (who had been with Ellington since 1927 and remained after the 
leader's death in 1974), Ray Nance, Jimmy Hamilton, and Cat Anderson. 
However, among the newcomers were musicians who had virtually 
grown up listening to Ellington and following, if not participating in, 
the developments of moder jazz-now called be-bop. In the trumpet 
section were Clark Terry and Willie Cook; Quentin Jackson, Britt Wood- 
man, and John Sanders now constituted the trombone section; Russell 
Procope musically replaced Otto Hardwick and Barney Bigard while 
Paul Gonsalves became the person to hold Ellington's tenor saxophone 
chair for the longest period. 

In 1955 Ellington began featuring a few excerpts from Black, Brown and 
Beige, including the novelty of "Come Sunday" played as a duet with 
violinist Yehudi Menuhin (see Hoefsmit and Homzy, in this issue). By 
August 1955, however, Johnny Hodges was back in the fold, and on the 
horizon was perhaps Ellington's most radical reconsideration of Black, 
Brown and Beige. 

In 1958 producer Irving Townsend wrote, 

The decision to include Mahalia Jackson in Black, Brown and Beige was 
made two years before the actual event took place in Columbia's Holly- 
wood studios. Duke, who describes Mahalia as the finest cook in America, 
has long felt, like so many of us, the magnificence of her talent. Awed and 
inspired by her voice and her convictions, he hesitated over this collabora- 
tion as would any composer faced with writing music for the finest of all 
performers. Once the decision was made to give Mahalia the Come Sunday 
theme, he sent her the music, then without a lyric, and called her fre- 
quently from a dozen cities to persuade her to sing for the first time with a 
jazz orchestra. His message was usually, "Don't worry about it." Mahalia's 
usual reply was, "All right, Duke, if you say so" (Townsend 1958). 

Calling the Ellington/Jackson collaboration a new version of Black, 
Brown and Beige is somewhat of a misnomer since only Black and several 
new arrangements of "Come Sunday" were used. Ellington remembered 

94 

This content downloaded from 146.50.69.39 on Thu, 24 Apr 2014 02:57:04 AM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


Black, Brown and Beige in Ellington's Repertoire 

Table 1. Black, Brown and Beige Featuring Mahalia Jackson, 1958 

Part I "Work Song" 

Part II "Come Sunday" 

Part III "Light" 

Part IV "Come Sunday" 

Part V "Come Sunday" 

Part VI "The Twenty-third Psalm" 

As in original score. 

As in original score minus eleven 
measures in the beginning and two 
at the end. Carney and trumpeter 
Shorty Baker (on the bridge) play 
Hodges' original solo. 

As in original score. 

Vocal version with new orchestral 
backgrounds by Strayhorn. Jackson 
"hums an extra chorus as if she were 
aware of the power of her perfor- 
mance and wanted to let it linger a 
moment more" (Townsend 1958). 

Nance on violin plays an impas- 
sioned solo with yet more new 
instrumental backgrounds. 

Jackson sings Ellington's newly 
composed music. 

that, in 1958, "Billy Strayhorn was down in Florida, but I had told him 
the key [of "Come Sunday" for Mahalia Jackson] and he sent the ar- 
rangement.... This encounter with Mahalia Jackson had a strong influ- 
ence on me and my sacred music, and also made me a much handsomer 
kid in the Right Light" (Ellington 1973, 256). In the meantime, Hodges 
had left the orchestra in January to work with Strayhorn in Florida until 
March.12 Furthermore, at the Ellington/Jackson session recorded January 
5-12, Hodges' solo in the instrumental portion of "Come Sunday" is 
covered by Harry Camey on baritone sax.13 

The outline in Table 1 (based on the six-part division appearing on the 
jacket of Black, Brown and Beige [Columbia CL 1162]) shows that this ver- 
sion of Black, Brown and Beige contains less of the original orchestration 
than was recorded as excerpts for Victor in 1944. The decision to incor- 
porate Jackson's talents into Black, Brown and Beige may have excluded 

12. By January 22, 1958, Hodges had been replaced by Billy Graham, who played the 
Mahalia Jackson sessions of Black, Brown and Beige. Hodges returned on March 31, 1958 
(Stratemann 1992, 385). 

13. Stratemann (1992, 385) writes that Johnny Hodges and Mahalia Jackson had a hand 
in writing the lyrics for "Come Sunday." This seems to be a misreading of the Down Beat 
record review he cites from September 18, 1958. All copyright credits and Tempo Music 
catalogs I have seen show only Ellington as composer. 
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Brown and Beige from this recording. In 1958 LP mastering could have 
easily accommodated the forty-five-or-so minutes needed for the entire 
work. However, unconfirmed opinion suggests that Jackson balked at 
singing "The Blues" and that an artist of her stature required greater 
prominence on a recording with shared billing. Stanley Dance ([1970] 
1981, 288) alludes to one of these issues when writing of a seventieth 
birthday celebration at the White House in 1969, remembering that "Ma- 
halia Jackson ... embraced [Ellington] and reminded him of when he 
tried to get her to sing blues." Later, Derek Jewell (1977, 138) wrote: 
"Mahalia Jackson, the great American gospel singer, always refused to 
sing in nightclubs or to work with jazz groups. She made an exception 
of the Ellington orchestra, however, recording an expanded [sic] version 
of 'Black, Brown and Beige' with him and, later that year, performing it 
at Newport. Asked why, she explained that she did not view Duke's 
musicians as a jazz band, but a sacred institution."14 

In reviewing the album for Down Beat, Dom Cerulli was moved by the 
music he heard, calling it "the best work Duke's band has done in 
years" (quoted in Gold 1959, 19). Referring to the Victor version of 1944, 
Cerulli praised Ellington's current soloists and especially Mahalia Jack- 
son. Leonard Feather felt Black, Brown and Beige "was a masterpiece, and 
the failure of Victor to record it in full after the recording ban was lifted 
the next year is an irremediable misfortune." He goes on to say of the 
1958 version: "[Because Ellington's] horror of yesterday and insistence 
on looking forward sometimes impels him to discard what should be 
retained, he butchered the work, excised some of the loveliest move- 
ments, threw in a beautiful but irrelevant segment sung by Mahalia 
Jackson, overworked the 'Come Sunday' theme, and generally gave to a 
new generation a completely false and formless impression of a master- 
piece he had created so lovingly almost two decades ago" (Feather 1962, 
18). Initially, one is disappointed with the opening measures of this ver- 
sion of Black, which Gunther Schuller (1989, 142n) notes "lost a great 
deal in subsequent translation [from ominously dramatic timpani beats] 
to tom-toms, where it was reduced to bombast rather than drama." In- 
deed, Schuller has taken a harsh view of the 1958 version overall, claim- 
ing that "the work's original flaws were unfortunately expanded rather 
than minimized," and calling the recording "an injustice to the work 
rather than the revival it attempted to be" (Schuller 1989, 142). 

The 1960s 

In the early 1960s two excerpts from Black, Brown and Beige resurfaced 

14. I have not been able to verify this alleged Newport performance. 
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Table 2. Contents, Black, Brown and Beige Suite (1963) 
1. Black ["Work Song"] 22 pages 
2. "Last of Pent House" 10 pages 
3. "Emancipation Celebration" 9 pages 
4. "West Indian Dance" 12 pages 
5. "Come Sunday" 9 pages 
6. "Light" 22 pages 
7. "Blues Theme (Mauve)" 9 pages 

in the active Ellington repertoire. One was "The Blues," which now fea- 
tured singer Milt Grayson (with the orchestra from 1960 to 1963). The 
other was "Come Sunday," a vehicle for the remarkable Swedish singer 
Alice Babs. While touring Europe in early 1963, Ellington performed at 
the Koncerthuset in Stockholm on February 6. The next day, he taped a 
Swedish radio telecast for a television program, "Indigo," presenting 
Babs in "Take the 'A' Train," "Take Love Easy," and "Come Sunday." 
This seems to have been the first time the former Hodges showcase was 
sung or played since 1958. Impressed with Babs's talent, Ellington flew 
the vocalist to Paris for a session accompanied not by his orchestra but 
by an unusual group consisting of four French horns and rhythm sec- 
tion. "Come Sunday" was among the titles released on the album called 
Serenade to Sweden. Later, Babs was to play a prominent role in 
Ellington's second and third Sacred Concerts. Ever the astute talent 
scout, Ellington found in Alice Babs the last great female vocalist to sing 
with his orchestra-indeed, she became the last major soloist to inspire 
some of the composer's most important works. 

Ellington's 1963 European tour coincided with Black, Brown and Beige's 
twentieth anniversary and an unheralded but major publishing event. A 
Black, Brown and Beige Suite was published by Tempo Music and distrib- 
uted by London's Campbell Connelly in 1963. Never before had such 
extensive or authentic Ellington music been made commercially avail- 
able for study and performance. The title page noted that the publica- 
tion was "Composed and arranged by Duke Ellington. Orchestrated by 
Mercer Ellington and Thomas Whaley. Edited by Joe Benjamin." Evi- 
dently, the publication was for sale only in England and each of the 
seven sections (see Table 2) sold for thirty shillings (about $4.00 in U.S. 
currency at the time). Only the full score was published-individual in- 
strumental parts were not included-and most pages contained ten 
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measures of music scored for five reeds, four trumpets, three trombones, 
piano, bass, and drums. 

After the European tour Ellington returned to New York in mid- 
March 1963 and resumed a full schedule of engagements. That summer, 
as Klaus Stratemann (1992, 472-473) notes, was 

filled with hectic activity for Ellington, as he was busy supervising rehears- 
als for "My People," his contribution to the upcoming Century Of Negro 
Progress Exhibition in Chicago, simultaneously rehearsing the production 
of "Timon Of Athens" for the Stratford, Ontario, Shakespearean Festival, 
and in between fronting his band in recordings and its regular appear- 
ances.... 

On August 16, Ellington's musical presentation, "My People," opened at 
the 5,000-seat Arie Crown Theater of Chicago's McCormick Place exhibi- 
tion complex, where it was presented twice daily (at 3 and 7:30 p.m.) 
through September 2, 1963, as part of the Century Of Negro Progress Exhi- 
bition. "My People" was conceived on the basis of the suite "Black, Brown 
and Beige" with its dual theme of the spirituals and the blues, using some 
earlier music and some new material. While there was not enough money 
available for the Duke Ellington orchestra itself to be used in the show, it 
was played by an orchestra liberally sprinkled with Ellington alumni, past 
and present, with Jimmy Jones at the piano and conducting. Joya Sherrill, 
Jimmy McPhail, and the Irving Bunton Singers handled the vocals, and 
Ellington himself appeared as an orator [i.e., narrator] in some perfor- 
mances. 

Much of My People was recorded in a Chicago studio for Bob Thiele's 
label, Flying Dutchman. A new arrangement of "Come Sunday" featur- 
ing baritone vocalist Jimmy McPhail and a mixed choir (the Irving Bun- 
ton Singers) was probably written by Billy Strayhorn, who provided ef- 
fective accompaniment on celeste.15 Also, a reworking of "Come 
Sunday" was introduced in My People with new lyrics and the title 
"David Danced (Before the Lord)." After a slow orchestral interlude, the 
tempo was practically tripled in speed, and the choir chanted the now- 
staccato melody while tap dancer Bunny Briggs provided a rhythmic 
underpinning as sure as any drummer could supply. A muted trumpet 
solo (Bill Berry) preceded a drum solo by Louie Bellson, followed by the 
full ensemble in a series of riff-like crescendos, bringing the piece to a 
rousing close. 

For the show and recording of My People, a new and perhaps better 
title, "Montage," was substituted for "Light," which Ellington formerly 
called the last section of Black. The orchestra played from the same score 

15. Strayhor often wrote vocal arrangements for Ellington. Furthermore, in Duke's ab- 
sence he led the orchestra in the 1958 revival of Jump for Joy (Homzy 1992). 
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used at Carnegie Hall in 1943, but conga drums were added to the 
rhythm section and the choir doubled the section work of the brass and 
reeds throughout (and even some of the written solo passages such as 
those for bass and trombone). From Brown, Ellington recycled "The 
Blues," sung here by Joya Sherrill who had not performed the piece 
since Ellington's fourth Carnegie Hall concert on January 4, 1946. Harold 
Ashby's saxophone solo closely followed the mood and tone established 
by Ben Webster in 1943. 

Overall, the new music (approximately twenty-five minutes) written 
for My People may be considered as an extension of Black, Brown and 
Beige rather than a simple pouring-in or interpolation of old works into 
a new one. Certainly the theme of celebrating the African-American 
heritage runs throughout both works and, in that respect, My People am- 
plifies and supplements through words, songs, and dance ideas that 
were perhaps more abstract in the orchestral presentation via Black, 
Brown and Beige. 

In 1964, a year after the My People production in Chicago, vocalist 
Joya Sherrill and dancer Bunny Briggs joined Ellington and his orchestra 
in Toronto on September 2-4 to record a telecast for the Canadian 
Broadcasting Corporation. On this occasion, in the context of an interest- 
ing interview conducted by Byng Whittaker, Ellington presented ex- 
cerpts from My People with just rhythm section and later, utilizing the 
full forces of his orchestra, accompanied Sherrill on "The Blues" and 
vocalist Emma Kemp with dancer Briggs on "David Danced."16 

The last week of January 1965 found Ellington on a month-long Euro- 
pean tour featuring most of Black in his concert programs. However, 
according to discographies, there seems to be a hiatus in performances 
of "The Blues" until 1968-possibly because Ellington was not regularly 
touring with a vocalist during this time. Upon returning to the United 
States on March 1, when not fulfilling other engagements, Ellington 
seems to have practically camped out in New York and Chicago studios 
recording compositions for Frank Sinatra's label Reprise Records and 
creating a "stockpile" of recordings-some of which would be issued 
approximately fifteen years after his death.17 

16. Excerpts from the interview and most of the music were issued on a British LP 
(Duke Ellington and His Famous Orchestra feat. J. Hodges). 

17. The stockpile recordings, as they came to be called, included a number of composi- 
tions that would not easily prove profitable to the moguls in the recording industry. In 
other words, Ellington assumed all the production expenses to record many of his new 
compositions written from the mid-sixties to his death. Occasionally these recordings were 
sold to established labels, but for the most part they rested "in the can" until they were 
acquired by Danish Radio and subsequently issued, e.g., on the ten-volume set known as 
The Private Collection. 
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In April and March 1965, while recording the Reprise album Concert 
in the Virgin Islands, Ellington produced stockpile recordings of Black 
and Brown. More important, however, for the first time in more than 
twenty years, he revived Beige-at least a substantial portion of it-at 
another stockpile session in Chicago on May 18, 1965. Ellington's activ- 
ity regarding Black, Brown and Beige seems to clearly indicate that he was 
taking an opportunity to do what neither Victor nor Columbia had 
shown interest in producing-a complete studio recording of Black, 
Brown and Beige. Posthumously, an almost-complete version of Black, 
Brown and Beige (plucking a recording of "The Blues" from a May 6, 
1971, stockpile session) was issued on compact disc in 1989 by SAJA. 

Of the musicians who played on these Black, Brown and Beige sessions, 
only Ray Nance, Lawrence Brown, Johnny Hodges, and Harry Carney 
had participated in the premiere performance. Among the other trum- 
peters, Cootie Williams had recently returned (on September 13, 1962) 
after twenty-two years of absence; Cat Anderson had been a mainstay 
since 1944; and Herbie Jones, who also copied parts, had joined the or- 
chestra on an occasional basis and had become a more regular member 
in 1963. Trombonist Buster Cooper had joined in June 1962, and Chuck 
Connors, who essentially replaced Juan Tizol in July 1961, became 
Ellington's only dedicated bass trombonist and remained with the or- 
chestra until the maestro's death. The reed section had been a stable unit 
since Hodges had returned in 1956: clarinetist-tenor saxophonist Jimmy 
Hamilton, tenor saxophonist Paul Gonsalves, and clarinetist-alto saxo- 
phonist Russell Procope working with the pillar and the foundation 
(Hodges and Carney) formed what some may argue was the greatest 
saxophone section of all time. In drummer Sam Woodyard, Ellington 
had a reliable percussionist who worked well with the newest member 
of the orchestra-bassist John Lamb, who had joined less than a year 
earlier on August 22, 1964. 

The 1965 stockpile version of Black (issued by SAJA in 1989) omits a 
few bars from the beginning of "Come Sunday." Ray Nance maintained 
his prowess as a great jazz violinist, reinterpreting his original 1943 solo 
with great vigor and taking the liberty to improvise on two measures of 
the original score-just before the menacing brass section growls that 
preceded Ellington's now-shortened piano cadenza. As Ellington did not 
replace guitarist Fred Guy, who left in early 1949, the effective strum- 
ming accompaniment heard on the 1944 Victor excerpts is replaced by 
the trombone choir supporting Hodges' moving solo on "Come Sun- 
day." 

"Light," or "Montage" as it became known, is played with the energy 
and the kind of mid-1960s jazz articulations that had evolved through 
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performance practice more or less standardized by big bands since the 
1950s. Ellington rarely wrote articulations, dynamics, or even tempo or 
style indications in his scores. Usually the section leaders had the re- 
sponsibility of establishing the interpretation of a particular passage. 
However, in Ellington's scores the ensemble lead was often passed 
around to an instrumentalist whom Ellington thought, at the time of 
composition, would best serve to voice his music-as we have seen, 
only four of the original interpreters of Black, Brown and Beige were on 
these 1965 sessions. Among the new performers, bassist John Lamb 
reads his solo quite loosely and Cat Anderson coaxes a double-high c 
from his trumpet in the last measure. 

In Brown, Ellington's swirling patriotic introduction is replaced with a 
sixteen-measure piano solo supported by bass and drums to introduce 
the "West Indian Dance." Here, the Latin rhythms receive an interpreta- 
tion very different from what was played prior to 1950. On the one 
hand, Latin American popular music had penetrated into the jazz con- 
sciousness through the work of such figures as Dizzy Gillespie with the 
mambo in the late 1940s and Stan Getz with his popularization of the 
bossa nova in the early 1960s. On the other, Ellington no longer had the 
authority of Puerto Rican Juan Tizol to advise or instruct the orchestra 
in its performance of these rhythms.18 

A transition passage originally connecting "West Indian Dance" to 
"Emancipation Celebration" is omitted, again replaced by Ellington's pi- 
ano. On this particular recording of "Emancipation Celebration," the 
brass section is not loud enough, nor is the trombonist who duets with 
the trumpet. Fortunately, such balance problems are unusual for the 
stockpile recordings. 

"The Blues" begins with the introduction as written in 1943 but 
played an octave lower and much more ferociously by trumpeter Cootie 
Williams. This recording dates from May 6, 1971, when only Harry 
Carey remained as a member present at the premiere. Tony Watkins's 
vocal is also an octave lower than when originally sung by a female 
voice. Just before the trombone trio section (a.k.a. "Carnegie Blues"), 
tenor saxophonist Paul Gonsalves plays an intensely personal reading of 
the melody originally written for Ben Webster. However, it is Harold 
Ashby who later plays the improvised solo with a gruff tone much more 
imitative of Webster. The tempo in this section is faster than the original 
and rocks more with the drumming of Rufus "Speedy" Jones (who had 
formerly played with Count Basie). Ellington also changed the ending, 

18. The last theme of "West Indian Dance," incidentally, played in harmony by the reed 
section, is based on the chord progression of "Panama," a tune written by William H. 
Tyers in 1911 and a long-time favorite of Ellington (cf. "Jig Walk," "Stompy Jones"). 

101 

This content downloaded from 146.50.69.39 on Thu, 24 Apr 2014 02:57:04 AM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


BMR Journal 

adding to the low, foggy dissonance a shrill high note played by clari- 
net. 

As noted above, the selections from Beige were recorded in 1965. Un- 
fortunately, neither the daring opening section nor the finale were is- 
sued-at least recordings of the latter have not yet surfaced. Also miss- 
ing is Ellington's solo piano interlude known as "Bitches' Ball" (see 
Tucker, in this issue). On the SAJA CD, track 7 is titled "Cy Runs Rock 
Waltz."19 This title also appears on an autograph score in the Smith- 
sonian's Ellington archives-possibly a phonetic spelling of "Siren's 
Rock Waltz," a reference to seductive creatures of Greek antiquity and 
the travels of Ulysses.20 As with the other sections of Black, Brown and 
Beige recorded for the stockpile sessions, Ellington essentially uses his 
1943 score, but here he gives the sweet waltz melody originally played 
by trumpeter Shorty Baker to a saxophonist whom Stanley Dance could 
only describe as "strange" (Dance 1989, 3).21 One might conclude that 
this solo was played by Jimmy Hamilton on tenor sax only if the clari- 
netist leading the rest of the saxes in the background figures was Russell 
Procope-the lead to this passage was originally played by Otto Hard- 
wick on alto sax in 1943.22 Later, there are clumsy accents that seem to 
be played by a second percussionist on a giant cigar box. Lawrence 
Brown replicates his solo with urbane suavity, undeterred by the fact 
that the maestro forgot to play eight bars of melody on piano during the 
interlude preceding this passage.23 

19. I believe track 7 should have been titled Beige. Perhaps the producers of the SAJA 
CD confused the titles since track 8 plays the music titled on the score "Cy Runs Rock 
Waltz." 

20. Ellington had learned Jerome Kern's "The Siren's Song" in 1917 and was presum- 
ably familiar with the subject (Tucker 1991, 49). Use of the word "rock" in this instance has 
no association with the pop music of the 1960s. 

21. In his notes, Dance (1989, 3) quotes Ellington and then offers his own comment as 
follows: "'The little waltz movement represented,' [Ellington] said, 'a bit of sophistication 
that was somewhat rough about the edges.' That may apply to the strange saxophone solo, 
but not to Lawrence Brown's confident treatment." 

22. Closer examination of the autograph score adds more mystery to the question of 
who plays the tenor solo on this 1965 performance. Five reed parts are shown alternating 
between four- and five-part harmony-the fifth reed, usually Carney and written on its 
own staff, sometimes doubles the melody an octave lower and sometimes plays a note not 
duplicated by any of the other voices. On the 1965 recording, the third reed voice is played 
on clarinet an octave higher, thus giving an entirely different character to this passage. 
Other Ellington scores seem to indicate that Jimmy Hamilton usually played the third reed 
part when required to play saxophone. If it is Hamilton playing his tenor sax part on 
clarinet (thus sounding an octave higher than originally scored), who plays the tenor sax 
solo? 

23. In 1943 Brown's solo was accompanied only by a countermelody played by the 
saxes. The 1965 recording resurrects the brass section punctuation Ellington originally 
wrote in 1943. 
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The next track on the SAJA CD is titled "Beige"24 and finds trumpeter 
Cootie Williams roughly playing a t variant of the now famous "Waltz" 
theme with growls and a plunger mute accompanied by bumps and 
grinds from Sam Woodyard's drums. An error in performance or a 
crude splice in the tape accounts for confusion in the transition to the 
fast waltz. Ellington's melodic line is constructed with unusual syncopa- 
tions deftly played by the clarinet-led reed section and followed later by 
the full ensemble. The rhythmic support of this passage is unfortunately 
spoiled by a decision to have drummer Sam Woodyard play a shuffle 
beat in I time. Next, Paul Gonsalves plays a cadenza over a series of 
provocative chords, which leads to "Symphonette," one of the most 
magnificent melodies in all of Black, Brown and Beige. 

While track 9 on the SAJA recording is titled "Sugar Hill Penthouse," 
a score of this section titled "Symphonette" has been found in the Duke 
Ellington collection. Written on four staves in the typical Ellington man- 
ner, the manuscript seems to be partly in the hand of copyist Tom 
Whaley and partly in the hand of Billy Strayhorn.25 

After a brief piano interlude, Ellington introduces the "Symphonette" 
theme, which is drawn from the very opening of Beige (see Priestley and 
Cohen 1974-1975, 31-32). In 1943 Harry Carney had played this passage 
unassumingly on clarinet. Few critics or historians have paid attention 
to how well Carey could play all his instruments in addition to bari- 
tone saxophone. Camey often played alto sax in the early Ellington 
band and occasionally with small groups into the 1940s, and while his 
excellent work on bass clarinet may have been underutilized by 
Ellington, it always proved effective. As a clarinetist, however, Carney is 
mostly remembered for his rather shrill solo on "Rockin' in Rhythm." 

24. According to the score, track 8 should be titled "Cy Runs Rock Waltz." On the 1943 
autograph score of Beige, "Cy Runs" appears at the top of the page where trumpeter 
Harold Baker reintroduced the waltz theme in I time beginning with a clarion call (the 
siren's?), which is answered by the full orchestra. The melody of the trumpet call is drawn 
from the second phrase of Beige's furious opening passage where it was played by trom- 
bones and baritone sax. The title "Rock Waltz" (erasures and additions on the manuscript 
confuse what now looks like "WATZ") appears at the top of the page showing the orches- 
tral tutti that follows the reed passage reestablishing the tempo in 9 time. Examining these 
pages of the manuscript, it seems Ellington purged more than fifty measures of music 
from his original score for the Carnegie Hall premiere-part of this section not played 
indicates an ad lib solo for trombonist Lawrence Brown. 

25. Strayhorn maintained, "The larger things like Harlem or Black, Brown and Beige I had 
very little to do with other than maybe discussing them with him. That's because the 
larger works are such a personal expression of him. He knows what he wants. It wouldn't 
make any sense for me to be involved there" (Strayhorn 1962, 23). Scores in the Ellington 
archives generally confirm Strayhorn's statement, yet the ending of Harlem is written in 
Strayhorn's hand. Perhaps what we have here in Black, Brown and Beige is a recopied por- 
tion of Ellington's score because the original was given away or lost. 
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With this in mind, one enjoys even more the delicate and expressive 
phrasing and the firm tone heard in this passage played at Carnegie 
Hall where Carney brought out the urbane sophistication of Ellington's 
melody.26 

For the 1965 revival Carey's solo ("Symphonette") is played at a 
slower tempo than that heard at the premiere; more important, how- 
ever, is the fact that he played it on baritone saxophone. Ellington's mu- 
sic holds up well to this radical change of texture-no doubt due to the 
skill and musicality of Harry Carey.27 A second, faux chorus (that is, 
what sounds like a second chorus but is actually a related passage in a 
different form) features an attractive counterpoint of cup-muted trum- 
pets, occasional trombones, and mellifluous saxophones.28 A third faux 
chorus (modulating to B-flat from F) features Paul Gonsalves improvis- 
ing over the original unison trumpet line shaded by deep bucket mutes 
or derbys. Ellington's superimposition of a saxophone solo here would 
have been disastrous in the hands of a less caring musician. I am, how- 
ever, ambivalent about its effectiveness. Another modulation (to D-flat) 
teases yet a fourth faux chorus, which proves to be just six measures of 
music. 

The last sixty seconds of the SAJA recording plays what Ellington 
called "Sugar Hill Penthouse"-beautifully interpreted by clarinetist 
Jimmy Hamilton leading the saxophones in a melody supported by 
mouthwatering harmonies.29 Finally, Ellington brings this rare and late 
performance of Beige to a close with gentle arpeggios and an unresolved 
chord.30 Of all the recently recorded performances on this disc, the ex- 
cerpts from Beige seem to be the most satisfying interpretation-some 
arguably rivaling that of 1943.31 

26. Furthermore, as indicated in Ellington's autograph score, Carney, on clarinet, leads 
the saxophones through the next major section, which was called "Sugar Hill Penthouse" 
on the Victor excerpts. 

27. In the 1963 Campbell Connelly score, this section is titled "Last of Pent House" and 
the melody is divided in the score between baritone saxophone and trumpet. To add to 
the confusion regarding titles, "Symphonette" is also indicated on an Ellington autograph 
of the music usually referred to as "Sugar Hill Penthouse." 

28. What seem like subsequent choruses are sophisticated developments that defy easy 
categorization. On the subject of analyzing the opening theme, see Priestley and Cohen 
(1974-1975, 31-32). 

29. The 1965 recording follows exactly a manuscript score in Ellington's hand. The 1943 
performance follows exactly a manuscript score in Strayhom's hand. 

30. The Campbell Connelly score contains only ninety-seven measures of Beige, exactly 
the music released on track 9 of the SAJA disc, from Camey's solo to the end of the 
clarinet "Penthouse" theme. Furthermore, the score contains many errors: reed lines are 
assigned to trumpets and vice versa, countermelodies and supporting harmonies are omit- 
ted. 

31. Gunther Schuller (1989, 147-148) dismisses Beige in roughly three paragraphs. He 
found it to be the weakest of the three movements, especially the beginning, which "starts 
with a discordant, inchoate, and substantively empty music." 
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And what of the three missing sections of Beige? Ellington did record 
the opening for the stockpile sessions, but Sam Woodyard's drumming 
starts in one tempo while the orchestra enters in another. Several meas- 
ures later, the microphones pick up Ellington clapping the beat, val- 
iantly holding the whole thing together. The producers of the SAJA re- 
cordings wisely decided not to include this section on the CD.32 
According to the discographies, Ellington's ragtime interlude, "Bitches' 
Ball," and the finale (about three minutes of music) were never recorded 
for the stockpile sessions.33 For the SAJA release, Stanley Dance made a 
point of explaining that "this whole section [Beige] is somewhat shorter 
than the original version played in Carnegie Hall. There was time for 
more at the recording session, but this may presumably be taken as de- 
fining the composer's rethinking and revision" (Dance 1989, 3). There 
are other possible explanations. Even with more studio time available, 
there may have been growing tension in the orchestra about playing this 
work. Or perhaps Ellington may have felt that the difficult passages in 
the opening and closing of Beige would require more time to pull into 
shape than was left on the clock, and that he would return to pick up 
these pieces in a future session. 

The 1965 version of Black, Brown and Beige offers insights into 
Ellington's conception of the work as well as disappointments with its 
performance and recording. Throughout, one may be annoyed with the 
tonal obtrusion of the drumming, especially in the opening, where ordi- 
nary tom-toms replace Greer's timpani. Sonny Greer had a way of 
blending with the orchestra and reaching deep into Ellington's composi- 
tions, which even Sam Woodyard rarely achieved. Joe "Tricky Sam" 
Nanton is sorely missed for his masterful plunger-mute trombone work. 
However, Harry Carey's magnificent performance throughout compen- 
sates for most other deficiencies. 

Re-recording Black, Brown and Beige in the spring of 1965 seemed to 
revive Ellington's interest in programming the work. On June 14, 1965, 
at a Festival of the American Arts held at the White House, the Ellington 
orchestra performed Black before an audience of four hundred, among 
them President Lyndon B. Johnson and Ladybird Johnson (see Peress, in 
this issue). A few months later, on September 16, 1965, Black, Brown and 

32. Many of the stockpile recordings were given to the Danish Radio by Ellington's son 
Mercer. They have been subsequently broadcast, recorded off the air, and circulated 
among collectors around the world. From what I have heard via the Danish Radio broad- 
casts, the chorale-like interlude that follows the opening of Beige-three bars in I and six 
bars in i-was never recorded. 

33. Ellington finally did play a bit of "Bitches' Ball" on July 17, 1972, while participating 
as artist-in-residence at the University of Wisconsin in Madison-this performance was 
filmed and audio tapes are in circulation among collectors (Hoefsmit 1991). 
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Beige assumed its final incarnation as part of Ellington's first Sacred 
Concert at San Francisco's Grace Cathedral. Curiously, it was listed in 
the program as "Overture to Black, Brown and Beige from My People." 

During the rest of the 1960s parts of Black were played occasionally 
during the Sacred Concerts and on at least one occasion at a dance (i.e., 
the Merrick Road Park Ballroom in Long Island, New York, on Septem- 
ber 16, 1967). In 1968 "The Blues" was revived. Sung occasionally by 
Shirley Witherspoon, it really became the property of Tony Watkins, 
best known for his featured role in the Sacred Concerts. 

The 1970s 

In Ellington's last years the two sections of Black, Brown and Beige per- 
formed most frequently were "Come Sunday" (and its variant, "David 
Danced") and "The Blues." However, a few events outside Ellington's 
immediate circle led to more performances and a wider appreciation of 
Black, Brown and Beige. 

At the composer's request, Maurice Peress orchestrated Black for sym- 
phony orchestra in 1970 (see Peress, in this issue). This version was first 
performed in July 1970 by the Chicago Symphony Orchestra at a concert 
at the Ravinia Festival (Highland Park, Illinois). Peress's orchestration 
was subsequently published by G. Schirmer, played by other orchestras, 
and finally recorded for Music Masters on June 27, 1988, with Peress 
conducting the American Composers Orchestra (alto saxophonist Frank 
Wess played the solo in "Come Sunday"). 

In October 1972, nearly thirty years after the premiere of Black, Brown 
and Beige at Carnegie Hall, Londoner Alan Cohen recorded the entire 
work with his orchestra of British jazz musicians. Critic Charles Fox 
(1972) explained the process of reconstruction in his liner notes for the 
recording: 

Alan Cohen and Brian Priestley assembled this material [the Tempo/ 
Campbell Connelly score], then compared it with the various recordings. 
Priestley transcribed from the records and Cohen orchestrated and edited, 
an especially difficult task with this composer for Ellington writes not 
merely for unusual combinations of instruments but for particular players, 
while the band's sections will often be out of balance, with, say, the bari- 
tone saxophone heavier than the other reeds or the third trumpet part em- 
phasized. Eventually a variorum edition of the suite was produced which 
Alan Cohen reduced to the version on this LP. Only fifteen bars are, to 
quote Cohen's delicate usage, "surmised." These occur at a point in "Beige" 
where the unknown person recording the Carnegie Hall concert stopped to 
turn the disc over. 
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The Alan Cohen orchestra also played portions of the work in public 
both in concerts and in jazz clubs (Cohen 1993).34 In subsequent years, 
the Priestley-Cohen score for Black, Brown and Beige has been used for 
other performances-at the Duke Ellington Conference in Oldham, Eng- 
land, in 1987, for example, and at a re-creation of Ellington's January 
1943 Carnegie Hall concert by Maurice Peress in 1989. 

Ellington's last-issued recording of material from Black, Brown and 
Beige comes from a session on January 8, 1973, a trio session with guitar- 
ist Joe Pass and bassist Ray Brown during which they played "Carnegie 
Blues." In a Berlin concert on November 2, 1973, Ellington performed 
"Come Sunday" with his rhythm section trio backing up vocalist Tony 
Watkins. This seems to be the last known excerpt from Black, Brown and 
Beige performed by the maestro, who died about six months later on 
May 24, 1974. 

Of all the music Ellington wrote for Black, Brown and Beige, "Come 
Sunday" became somewhat of a standard among jazz musicians, played 
and sung by such artists as Abbey Lincoln, Andre Previn, Andrew Hill, 
Ben Webster, Cannonball Adderley, Cedar Walton, Chico Freeman, 
Clark Terry, Dave Burrell, Eddie Henderson, Eric Dolphy, Frank Mor- 
gan, James Spaulding, Joe Pass, Joe Williams with the Thad Jones-Mel 
Lewis Jazz Orchestra, and Milt Jackson-to list only half the artists cited 
in the 1992 Bielefelder Jazz Catalog (Scheffner 1992). "The Blues" was 
second in frequency of performance outside the Ellington orchestra, in- 
cluding versions recorded by Helen Merrill for Verve in 1959 and Mel 
Torme for Concord in 1988. Remembering that in 1945 Ellington 
adapted "Carnegie Blues" from Brown, Kenny Burrell also recorded the 
piece as part of a medley for Fantasy in 1975. 

Conclusion 

What does a study of Black, Brown and Beige's history after the pre- 
miere reveal? Perhaps most striking is the fact that Ellington did not 
view the piece as an inviolable, finished masterpiece in the Western 
European art-music tradition. Rather, he displayed a practical attitude 
toward the work, adapting and transforming it as the situation war- 
ranted-whether this meant cutting its length, focusing on different sec- 
tions, using portions to highlight soloists, or incorporating material in 
other works (My People, the Sacred Concerts). In this way Black, Brown 
and Beige resembled a "tune or jazz standard, providing raw material for 
reworking and revisiting on different occasions" (Tucker 1993). More- 

34. Radio broadcasts of these performances could be assembled to build yet another 
reading of the complete Black, Brown and Beige. 
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over, it reflected Ellington's ever-resourceful approach to his composi- 
tions, as he continually found fresh ways to draw upon his older reper- 
toire. 

Another noteworthy feature is how individual performances on the 
1943 version of Black, Brown and Beige set standards that have been diffi- 
cult to match in later interpretations of the work. Orchestras undertak- 
ing future performances of Ellington's tone parallel would do well to 
study closely the premiere recording, and individual players should es- 
pecially take heed of Ray Nance's distinctive violin work, Rex Stewart's 
half-valved twerps, Joe Nanton's evocative plunger-mute style, Sonny 
Greer's tasteful drumming, and the suave melodic stylings of Johnny 
Hodges, Lawrence Brown, Harold Baker, and Ben Webster. At the same 
time, the various Ellington versions of Black, Brown and Beige reveal a 
range of interpretive options that should prove inspiring for all those 
who approach the work with the same strong sense of individuality re- 
quired by Ellington of his players. 

In a way, Ellington's varied performance history with Black, Brown and 
Beige relates to trouble he had reviving other extended works, especially 
those from the 1930s. Later recordings of Reminiscing in Tempo and Di- 
minuendo and Crescendo in Blue, for example, sounded uncomfortable, de- 
spite the latter's tremendous ovation at the Newport Jazz Festival in 
1956. And in 1969 Ellington made an ill-fated attempt to update Creole 
Rhapsody with a rock beat and a new title, Neo-Creole, resulting in a hide- 
ous distortion of the original.35 

Fifty years after the premiere of Black, Brown and Beige, however, and 
after so many treatments of the work by Ellington himself, it now seems 
that the musical world is ready to hear-and perform-the original ver- 
sion in its entirety. As Alexandre Rado (1969, 20) wrote, 

I would be happy to hope that Black, Brown and Beige will come out of its 
sleep and re-appear one day in extenso and not in bits, because it seems to 
me that the time has come for a rightful appreciation of this grandiose 
musical fresco. ... A day will come when Black, Brown and Beige will be 
played by orchestras other than Ellington's. Young black musicians will 
form them and sound, to the four corers of America, this suite that tells 
the story of a people coming out of submission, which is their own history. 

These remarks have proved prophetic. Today a growing number of mu- 
sicians are striving to become thoroughly grounded in Ellington's music. 
That some of them have undertaken to present Black, Brown and Beige 

35. See Harrison (1976, 121-128; and [1991] 1993, 387-394) for critical discussion of 
Ellington's extended works in the context of the wider issue of formal developments in 
jazz. 
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attests to Ellington's courageous endeavor to expand the vision and 
scope of American music. 
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