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-Visit us online-

Be part of the conversations and gain access
to the DESUK programmes, events
interviews and Spotify playlists:

http://dukeellington.org.uk

Notices from UK music societies

Manchester Jazz Society
The mighty MJS continues to meet virtually every Wednesday.
Contact: Eddie Little (Tel: 0161 881 3995, Email: tmonk52@hotmail.com).

DESUK Uptown Lockdown

DESUK broadcasts programmes of Ellington related music and discussions.
Society members are invited to post comments and requests through the
YouTube, Discord and Facebook platforms. Please visit the DESUK website or
Facebook page for schedules of upcoming broadcasts, recordings of past
programmes and more details.
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Having announced in the last edition of the passing of
former Blue Light editor Peter Caswell, it is with great
sadness that we have to tell readers that Grant Elliott,
until recently DESUK treasurer, has died after a long
illness. I had got to know Grant during my time on the
committee over the better part of past decade and shall
miss his sound judgement, generosity and humour very
much. Roger Boyes, who was his friend and neighbour
for many years, intended to send an obituary to be
included in this edition but has himself been laid low
with a nasty virus: a tribute to Grant will follow in the
September Blue Light along with the next instalment of
Roger’s magnum opus on the Ellington orchestra in the
Forties.

Musician, scholar and all round ‘good egg,’ Willie
Ruff died since we last went to press. Although never
part of Duke’s orchestra, he does play an important role
in the story of Ellington and Strayhorn which the
editor’s obituary describes.

After a gap of many years (decades?) I am delighted
that Blue Light is able to publish some original writing
by a DESUK member inspired by Duke Ellington’s
music. [ am sure you will agree that Robin Thomas’
poems are a breath of fresh air to these pages and that
his words manage to capture the essence of the musical
subjects. Many thanks to Robin and to his publishers for
allowing his work to be reprinted here.

Following his much praised article on Black and Tan
Danny Caine has contributed the transcript of an
interview he carried out with Mercer Ellington in
Chicago forty five years ago: fascinating reading it is
too! Fred Glueckstein’s piece on Duke’s mother, Daisy,
continues to add to his interesting collection on
Ellington’s family, friends and associates.

We are pleased to be able to print brief but very
informative pieces by Ezio Chiarelli and Alyn Shipton on
Ellingtonian minutiae, about Joog Joog and Ellington’s
bass players respectively. It is pieces such as these
which make apparent the depth of knowledge
possessed by DESUK members and make one wish for
more contributions of a similar nature from
subscribers...

Finally, there are two (shorter than usual) articles by
the editor on the subjects of Duke’s meeting with the
English novelist Anthony Burgess in the early Seventies
and the unusual session for Capitol in the mid Fifties
which saw the first occasion on which Duke (or anyone)
had used an electric piano in a recording studio.

—Gareth Evans, Editor



Society Notices

Committee Members

DESUK is keen to recruit new members to the
committee. Whether you have a specific role in
mind or would like to ‘get involved’ generally, do
not hesitate to contact chairman Mike Coates
Tel: 0114 234 8927,

Email: mbigwidge@aol.com

Subscriptions

A rather large number of members have yet to
renew their subscriptions. We regret to inform
those individuals that this edition will be the last
they receive if payment is not forthcoming. Please
see the inside page of this edition for payment
options or contact Bob Littlefair if you are having
any problems making a payment.

Bob Littlefair
Email: boblit40@gmail.com

Tone Parallels

[an Bradley’s latest investigations (available on
‘Substack’) consider his final US concerts. His
detective work unearthed some original and
fascinating information.

DESUK Online Updates

The DESUK mailing list now includes nearly
all members of the society. If you are not yet on
our mailing list, please sign up at:
http://dukeellington.org.uk/mailing_list/

or email desuk@dukeellington.org.uk.

The DESUK website is continuously updated
with important notices, links to interesting
material and details and links to our other
online activities. Please visit:
http://dukeellington.org.uk/

Uptown Lockdown

Special guests and schedules for 'Uptown
Lockdown' will always be announced
electronically through the usual DESUK online
platforms. The latest edition on the subject of
Duke's first recordings was broadcast on

the 8th of May and is available to view on
YouTube.

Access Uptown Lockdown by Scan

YouTube Archive Discord Chat Group

Blue Light

Deadline for copy for next edition:

Monday, 31st of July 2024.

Email: gjyevans@hotmail.com

Post: 8 Lordship Road, London, UK N16 0QT.




DESUK AGM 2024

Our AGM is taking place on Saturday the 1st of
June in central London.

We're very excited for this opportunity for the
membership to meet in person, and ideally get a
few new faces on the Committee and helping to
contribute to Blue Light and the society’s other
activities such as our YouTube show Uptown
Lockdown.

We will get underway at 1pm at the Model
Railway Club, Keen House, 4 Calshot St, London
N1 9DA. This is a short walk from King’s Cross
station.

Please come along and get involved! If you'd
like to join the Committee or otherwise make a
contribution, and you're not able to attend, get in
touch with us anyway. We'll sort something out!
Our Committee meetings take place via Zoom
these days so proximity to London (or indeed Model Railway Club, Keen House, 4 Calshot St, London N1 9DA.
proximity to Great Britain) is not required!

If you're planning on attending, it helps to let
us know but there’s no need to book a place. You
can send us an email
(desuk@dukeellington.org.uk) or sign up at
the Facebook event.
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A Blast From The Past!

Many thanks to Wendy Lawrence for sending this
fascinating photograph of some of the founding
members of DESUK (circa 1994).

The year, of course, is significant, marking as it
does, thirty years since DESUK and Blue Light
were founded. In September’s edition we intend
to include some articles devoted to ‘the early
years’ and we would very much welcome any
reminiscences from readers... Just think: thirty
years is (almost) the same time span between
Duke’s first recordings with Alberta Prime in
1924 and his premier of Night Creature at
Carnegie Hall. We have all come a long way!

Grosvenor House Hotel, London.

Back Row: unknown, Derek Else, Roger Boyes, Bill Bailey (one time membership Sec), Dennis Dimmer
Front row: Ray Bolden (Manager of Dobell's Blues and Folk shop and photographer), David Fleming, Vic Bellerby, Wendy Heuston (now
Lawrence).



In Memoriam

Willie Ruff
1st September 1931- 24th December 2023

The death of Willie Ruff on 24th December 2023,
aged 92, saw one of the last remaining stars
disappear from the the outer reaches of the
Ellingtonian firmament. Ruff will be remembered
by fans of Ellington’s music principally for his
involvement in Strayhorn’s late work Suite for the
Duo as well as for being the founding Director of
the Duke Ellington Fellowship Program at Yale, in
1972.

Ruff was born into poverty in Alabama in the
segregated south of America. Despite this, his
earliest musical partner and teacher was a white
neighbour, some decade his senior, who would
play drums along with Count Basie records. Ruff
said he learned about "the mathematics of music"
from his mentor and gained his first musical
opportunities when he enlisted in the army at the
age of 14 after the death of his mother. He taught
himself the French horn from musical books he
had been loaned and was soon proficient enough
to participate in the army band.

Attracted to jazz, Ruff read an article in
Downbeat in which Charlie Parker expressed his
desire to learn musical theory from Paul
Hindemith at Yale. Ruff wrote to the authorities at
Yale in 1948 and was surprised receive an
invitation to study there with Hindemith
(although he was disappointed that Parker
himself did not show up). At Yale, Ruff took up the
bass and began his collaboration with pianist
Dwike Mitchell, an army friend, who would
become his lifelong musical collaborator.

In the Fifties he appeared on the recordings of
a number of modern jazz luminaries including
Dizzy Gillespie and Milt Jackson and is perhaps
best known for his work on the Gil Evans- Miles
Davis collaborations Miles Ahead and Porgy and
Bess.

His involvement with Ellingtonia began when
he met Strayhorn at a party in Harlem attended by
Langston Hughes. Thereafter he would hang out
with Strayhorn and Ellington at the Hickory House

when he and Mitchell were the house band at the
restaurant. Ruff appeared from time to time on
the French Horn in (unrecorded) octets put
together by Strayhorn... As Ruff reported it in his
interview on the ‘Cacophony’ podcast (see the link
to the recording below), Suite for the Duo was a
collaboration between Strayhorn, Ellington and
Ruff, although Billy eventually notated the whole
piece himself. It received its debut shortly after
Strayhorn’s death in 1967 and Ruff and Mitchell
recorded it together on a number of occasions
thereafter during their long musical collaboration.
Contrary to popular belief, Ruff denies that the
piece was originally titled North By Southwest
Suite. The name that it became known by is, of
course, a tremendous testament to the musicians
who performed it: the definite article indicating
the centrality of Ruff and Mitchell in the genesis of
the piece.

The work consists of three movements: Up
There, Boo Loose and Pavane Blue Numero Deux.
Walter Van De Leur writes that Ruff’s playing of
the French horn in the piece is “somber when
played low, majestic in its middle register and
aggressive in its extremes.” Ruff himself noted
that the work “thunders with highly
autobiographical overtones; the moods of a
vibrant musical career shutting down.” Perhaps
this piece, in which Ruff played such a significant
role, along with Blood Count ought to be
considered Strayhorn’s musical epitaph.

Ruff’s musical activities were not confined to
jazz and classical music, and he was chosen
by John Hammond to be the bass player for the
recording sessions of Songs of Leonard Cohen, an
album first released in 1967. During those
sessions, he and Cohen laid down the bed tracks
for most of the songs on the album.

Indeed, his intellectual and artistic interests
were wide ranging. He could speak a number of
languages, was a was a faculty member at the Yale
School of Music from 1971 until his retirement in
2017 and his 1992 memoir Call to Assembly: The
Autobiography of a Musical Storyteller was
awarded the ASCAP Deems Taylor Award.

At Yale. Ruff was founding Director of the Duke
Ellington Fellowship Program, a community-
based organisation sponsoring artists mentoring



and performing with Yale students and young
musicians from the New Haven Public School
System. The program was founded in 1972 as a
"Conservatory Without Walls" to "capture the
essence and spirit of the tradition of African
American music". By its 30th anniversary in 2002,
the program had reached an estimated 180,000
students in New Haven schools.

Late in his life, Ruff recalled that his turn to
education seemed almost predestined. When he
was in second grade, W.C. Handy, the composer
and musician known as “The Father of the Blues,”
who was from nearby Florence, Alabama, visited
his class. Handy played trumpet for the students
and talked to them about “how important it was to
continue our education and hold up our heritage
and our culture,” Ruff told Yale in 2017. “He said
that it's not from royalty or from the highborn
that music comes, but it is often from those who
are the farthest down in society.”

https://www.podbean.com/ep/pb-pevas-1294091

In Brief

Bass-ically Speaking — A Reply

Alyn Shipton

It was good to see Brian’s “Bass-ically Speaking”
column in the current Blue Light (Winter 23/24),
discussing the period when Jimmy Woode
replaced Wendell Marshall as the band’s long-
term bassist, and during which (according to
Jimmy) Junior Raglin briefly returned to the band.
I think the one significant detail Brian omitted
from Jimmy Woode’s account in my book (and
bear in mind Jimmy was a mentor for me, and |
had informal lessons from him), is that he recalls
Raglin’s bass being a 5-string model. As far as |
can tell, neither of the other bassists mentioned in
Brian’s piece, Wendell Marshall and Oscar
Pettiiford, ever used the 5-string instrument.
Jimmy’s clear memory of having to sub on this at
Storyville before being able to bring his own bass

Willie Ruff with Charles Mingus and Duke at Woolsey Hall, Yale (1972)



into the band seems to clinch it for me. We spent
many an hour discussing basses and set-ups, and
Jimmy’s memory was always excellent on this
technical stuff.

[ am attaching a photo from the Library of
Congress Bill Gottlieb collection showing Pettiford
(foreground) and Raglin (behind) in whichs
Raglin’s 5-string instrument is clearly visible. It
gave him a low C, which other players (such as
Ron Carter) achieve by having a fingerboard
extension on the low E string. Except when forced
to sub on Raglin’s bass, Jimmy Woode always used
the standard GDAE four-string tuning, as I know
from having played his bass from time to time.

[ hope this helps confirm my account - which,
as with all the other dates in the Ellington chapter
in On Jazz, was assiduously checked against all the
local press reports I could find.

Joog Joog. Who's the second singer?
Ezio Chiarelli

Duke Ellington recorded Joog Joog, along with
other 4 titles, on December 22, 1949 for Columbia,
with a small group of members of his orchestra:
Ray Nance (trumpet), Tyree Glenn (trombone,
vibraphone), Johnny Hodges (alto sax), Jimmy
Hamilton (tenor sax), Harry Carney (baritone sax),
Duke Ellington and Billy Strayhorn (piano),
Wendell Marshall (bass), Sonny Greer (drums), Al
Hibbler and Lu Elliott (vocal). Specifically, in Joog

Joog Ellington sits at the piano and the vocals are
provided by Elliott and an unidentified vocal
group.

Lu Elliott (August 3, 1924 - March 5,

1987) was a blues and jazz singer who was in the
Ellington orchestra for few months, from
September 1949 to February 1950.

"Joog Joog is a little thing by Ellington, which
takes inspiration from a little train in motion and,
between whistles of the chorus and onomatopoeic
snorts and puffs of the orchestra, gives space to
the singer, who moves with great ease, and to the
dynamic Tyree Glenn and Jimmy Hamilton at the
tenor sax." (Duke Ellington, un genio un mito.
Antonio Berini, Giovanni M. Volonté, 1994,
Firenze, Ponte alle Grazie; translation is mine).

Two takes of Joog Joog were recorded,
DE4920d and DE4920e in the New DESOR; only
the latter (CO 42551-1) has been issued: on
78rpm, Columbia 30195 and Columbia 38789
(coupled with The World Is Waiting For The
Sunrise, sung by Al Hibbler, from the same date);
on LP, Columbia KG 33341 and CBS 66607; and on
CD, CBS 462987 and Classics 1191. The liner
notes of those LPs and CDs show Lu Elliott and
vocal group as vocalists in Joog Joog. The same
does Benny H. Aasland on The Wax Works of Duke
Ellington.

Listening to Joog Joog, the beginning of the
third chorus is sung by another vocalist, emerging
from the “unidentified vocal group”. Such singer is
erroneously specified as Kay Davis in the New
DESOR. It is a male, high tenor voice, whom
Ellingtonian scholars and discographers could not
identify.

In the Rhythm and Blues world, that singer has
been recognized as Joe Van Loan.

Joe Van Loan (December 6, 1927 - December
15, 1976), was a gospel and R&B singer that in
1949 was the leader of a group called The
Bachelors. "Joe Van Loan possessed one of the
most remarkable high tenor voices in the history
of R&B," we read on the website of Marv Goldberg,
a renowned researcher and writer in the R&B
field. Joe Van Loan "turned up on jJoog Joog by
Duke Ellington. Most of the vocal is done by Lu
Elliott, with an unidentified group in the



background. However, on the second bridge, the
vocal is taken by Van Loan."
https://www.uncamarvy.com/Ravens/ravens07.ht
ml

Later in his career, in 1951, Van Loan joined
the famous R&B vocal group The Ravens, as lead
tenor.

In 2021 Jasmine Records included
Ellington’s Joog Joog in the anthology The Great
Group And Solo Vocals Of Joe Van Loan -
Yesterday's Roses, 1949-1962, JASCD 1105.
https://jasmine-records.co.uk/en/rb/3463-the-
great-group-and-solo-vocals-of-joe-van-loan-
yesterday-s-roses-1949-1962.html

Isn’t it time that Ellingtonian scholars credit to
Joe Van Loan the voice of the second vocal soloist

of Joog Joog?

Mercer Ellington Interviewed

Danny Caine

s

eV

Printed below is a transcript of an interview with
Mercer Ellington conducted by DESUK member
Danny Caine in 1979. Danny explained the
circumstances behind the meeting in an email
which accompanied the text:

“The interview with Mercer took place on 22
July, 1979, at the Four Seasons nightclub on the
North Side of Chicago. Mercer and I visited each
other when the band played in the Chicago area,
and a couple of times at his apartment in New
York.”

I want to ask you about your father's
relationship with Irving Mills. The credit on the
compositions that Mills took: Were they always
given rightfully to Mills?

Well, it was the practice of publishers in those
days. If they were somewhere, as Duke Ellington
said, and you wanted to get somewhere, you had
to make a deal with somebody to get your first
tunes out. Today it hasn't changed too much. You
get paid for yesterday's ball game. You write your
song last year, and then they recognize you as a
great composer this year, and that's when you get
an advance on what you want to do.

I know your father never said anything publicly
against Mills. Did you ever hear him say anything
in private?

My feeling is that his relationship with Sidney
[Mills, Irving's son] and to Irving was that it was a
great place to get an education. Actually, he
learned two things-- well, many things, I guess--
while he was growing up in music. And one of
them was the business end he learned from Irving,
and also many rules of being a showman, and so
forth.

I know that many times in the Black press he
was criticized for his relationship with Mills. Did
that bother him at all?

Well, he was criticized for other things than
that in the Black Press. In many cases, whatever
was said was generally taken out of context. At
one point, he made a statement that said, "We
ain't ready," and they said that Duke Ellington
thought that Negroes-- or Blacks as the new
expression is-- just weren't intelligent enough to
get freedom. What he meant was that they
weren't financially strong enough to take their
legal suits up to the Supreme Court. Never took
but that part of the one question, made a whole
big deal out of it, and it took them maybe a year



and a half to get over the propaganda. I'm not
saying this to deride the Black press, or any other
press. But, I mean, you're going to get hustlers,
regardless of whether it's the white press or the
Black press. Somebody that has no name, and he
tricks on a giant to get himself into the

limelight. And I think this is what happened in
most of these instances. Through the years, some
fifty years of being on the road, I don't think you
can grab anybody who's really worth his salt in
the industry to come up and really say something
that's derogatory about Ellington or his thoughts.

What were his reasons, as far as you know, for
leaving Mills and going with William Morris in
1939?

He grew up! I mean he decided... You have it
today. You get a group like The Beatles, or
whoever; they get to a point where they can sell
millions of records. They buy their own contracts
back, and they go on their own. And that's
precisely just about what happened in those days.
You see, it wasn't always a one hundred per cent
deal. Pop owned fifty per cent of Mills Music, and
Mills owned fifty per cent of Duke Ellington's
band. Ata time when both of them were
apparently equal, they traded. That's pretty much
that the relation grew. And at the time when he
was passing away, they had a conversation with
each other for about forty-five minutes. So if you
think that there'd be a time when he'd have
negative thoughts about Irving, it would have
been at the end of his life, particularly since he
knew it was.

I know that on the publication of his
autobiography, it's said by one of your father's
biographers, that Mills was calling up your father's
friends, anxious about what your father would say
about him.

Well, you have to bear in mind that Mills,
Irving, was as much of a genius in his field as
Ellington was in music. When that band traveled
in those days, he'd get to a place; the college band
would be there to greet the train. They'd march
him around to the hotel. That alone gave him a
new importance, of being in a spot where people
would say, "I've got to go to the dance tonight, or
whatever. Irving was responsible for his being in

10

the Cotton Club, which was the break place of one
of the new babies, radio. And, as a result, at a time
when everybody else was practically unknown--
and there were great orchestras like Fletcher
Henderson, and the rest of them-- he was being
broadcast coast to coast and gaining tremendous
recognition from it.

1 get the impression that your father was very
much concerned with his public image. Can you say
anything about the role of Ned Williams and Joe
Morgen in promoting him and putting this image
forward?

My father had great respect for people who
might be classified as "carney men." You know, a
person who could take something and then
ballyhoo it and make it so very important. And for
this reason, this is one of the things that made him
have such respect for Irving, as well, and also for
anyone else who proclaimed to the public that this
was a great man coming before it. With each of
these people, he admired the fact that they were
almost as much ham as he was!

Was Cress Courtney also important in that
respect?

Absolutely. I'll tell you one of the things he
really appreciated in Mills, Cress Courtney, and
also William Morris. In those days, they had a
tendency to categorize show-business. I mean, for
instance, you've got people who make the great
breakthroughs, you've got Black millionaires like
James Brown and so forth. Butin those days, you
just didn't get that price, and Irving was one of the
first to demand that he get the same consideration
as the big white acts. The same thing with Cress
Courtney. Cress Courtney came on the scene and
doubled and tripled the money that he made in
one-nighters. As time went on,, it put him on a
level in show business he wouldn't normally have
gotten to.

I want to take you back to the year 1943, which
was the year of his first Carnegie Hall Concert.
Presentation of Black, Brown and Beige?

Right. It was a benefit for the Russian War
Relief. To your recollection, can you remember any
of the names of those people who were on that



Committee? I've had trouble finding out exactly
who was the Russian War Relief.

['m glad you told me who the people were who
sponsored it!

Okay, back a little further to Jump for Joy in
1941. Did your father have any association with
any kind of radicalism in Hollywood in those days?

Well, there was plenty of it there, particularly
Communism. As a result of Jump for Joy, they
considered the show-not necessarily
Duke Ellington, but the show-a pretty radical
experience, because they had numbers in there
like I Need a Passport from Georgia, and Jump for
Joy itself derided the South for many things that
happened there. Like they were talking about
Uncle Tom's Cabin and how things have changed,
and they'd made it a drive-in. There were many
outspoken comments about the disadvantage of
being in the South for Blacks. During the run of
the show, and [ was there, we had something like
five or six bomb threats from people who
threatened to do something or harm people in the
show. When it closed, it closed to a standing-
room. only house.

Yet you say in your book that your father was
very much anti-Communist. Did he have any kind of
mixed feelings about Paul Robeson, for example?

No. You know why he was anti-Communist?
Because he was so religious, and anything that
downed religion had to be wrong. And I have no
way to feel that that was not a correct way of
thinking. Aside from that, he liked the idea of one
day becoming rich, he hoped. He liked the idea -
that as a young man, he went in the back door of
the White House to visit his father; eventually, he
was invited in the front door. So he liked the idea
of being someplace where this was possible,
where he could have the opportunities to achieve
it. I think particularly, after our tour in Russia -
though he never made a comment about it - he
felt that the day we arrived in Copenhagen, it was
the greatest was a breath of fresh air that he'd had
in a long time.

I know that on his tours, and at other times in
his life, he was always put in the position of having
to defend the United States’ policy toward Black

people. Did he ever feel the government was using
him, in Dakar or other places on his tours and
would you talk to him about it?

[ figure - I feel the same way. When we went
to Black countries, he was being used as a
diplomat, to cement social relations. When we
were sent to [ron Curtain countries, we were sent
there to counteract the propaganda that the Black
man in the United States was downtrodden. And
it was an after-example of how a person could be
Black and could still become successful, and also
to show that there was more than one type of
person, and that not everybody who's a Black who
got up there on a soapbox and made speeches on
adamancy and militancy; but there was somebody
who could be genteel and still persuasive.

But that patriotism of his, you feel, was really
heartfelt, was a hundred per cent?

Yes. But he was an objective person. [ mean
that he knew that some time or other, when he
was on a Pullman in the South, someone was
liable to call him "George" or something like that,
and he'd get very angry about it. But by the same
token, he also could be heard in conversation to
admire the South for its frankness, because in the
North there was an equal feeling which was
always underlined, and you never knew if you
were or weren't in the presence of it. So it was a
thing that was with us then, and in a sense it's
with us now.

Did he feel kind of caught by surprise by what
was happening in the'60s in this country, with the
freedom-rides and the sit-ins? Did he feel out of his
element?

No, it isn't that. He became very careful,
because I think the most trouble he ever got into
racially came as a result of the discussion he had
with his own people, the very incident [ was
telling you about: he made the statement that
Blacks weren't ready. So he felt that if he made
normal, general statements - there's no words. If
you look at articles and interviews that he had, I'd
say, easily some thirty years before he passed
away, you'll find that it's very difficult to take
things out of context and turn them into a
negative capacity. Ithink this is what he had in



mind more than anything else, when he went
through interviews, unless he felt he was being
interviewed by a person who had great
intelligence and great respect for him.

Was that another factor in his break with Mills,
perhaps? ['ve noted in some of my reading that a
friend of his, Edmund Anderson, was pressuring him
to go onto the concert stage, and that Mills was
holding him back, and was not too keen on his
making a "social significance thrust," in your
father's own words.

Well, Edmund Anderson, I think, has a
tendency to pour luster on himself by stating that
he was so close to Ellington in certain
relationships, which he wasn't. I mean, he was
associated with him, and Ellington had a friendly
attitude toward him. As far as knowing about him
inside and personally, he knew nothing. This goes
for many people who have written books about
Ellington. It went for a book that was written
several years back, one of the first biographies
that was made. It was Barry Ulanov who wrote the
book. And Barry professed the knowledge of
Ellington from the inside, and put things in the
book that he expressly did not want to be there,
and also some things that were not true. One of
the guys who made a very derogatory comment
about my book, and stated that he knew Duke
Ellington better than I do: the only one somebody
could have done that was to have slept with him,
and he was not one of his women!

In 1965, of course, the Pulitzer Prize Committee
rejected you father's nomination for an award in
music. 1realize, by his public statements, he kind of
tossed it off. Did he feel that rejection very
deeply? Was it a very important award to him?

No, I don't think so. Of course he would love to
have been presented the Pulitzer Prize. But it
didn't enrage him nearly as much as the early
years when Howard University turned down an
honorary degree to him.

I note they didn't give him a degree until 1971,
well after all the white universities.

Right. And in those days, it had been successive
at each year that he deserved it, and all those
years they turned it down.
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Among all those hundreds of awards that he got,
which ones would you say he considered the most
important?

The Legion of Honor from France. The
Spingarn medal. And also the medal that he got
from the White House.

You mention in your book that there was a kind
of paranoia about the man. You recall, I think it
was the term you used, communists or
homosexuals, or whoever was trying to get in the
way of his career. Was this something that grew
more pronounced late in his life, or do you feel he
felt from even his early career that there were
conspiracies?

[ think it became more pronounced in his life,
as it probably is developing in me at this point!
know what it is, and I think we all go