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Elements of r8,fft:tme, a. form8.l1y co;nposed music, and the 

blues, an impl'ovised vocal music, combined C.l900 to forrn a ne", 

idiom, jazz. Early jazz styJ.e a.nd improv5. sation developeà. geo-

graphica1J.y in ~Je"l Orleans, Chicego and I~e\\' York. Rbythnùca11y, 

.jazz in the South "Tas inf1uenced by blues, in the HidHest by ra(;-

·Ume, and in the East by commercial and Il'classlca1'' music. By 

1926, a dispersion of recordings and mUGicians cons01idated these 

styles. 

Embelliflhment of the mcùody chr~rA.cterizec1 ee.rliest jazz' 

improvisation (0.1917 - G.1923). From ~.1923 to 0..1930, jazz im-

provisors tended to play f10rid lines of. continuous eighth-notes. 

Also ~_t this tine:, improvisation became secondary to written ar-

rangements. 

An 8.na1ysis of eD.rly jazz solos, transcribed from record-

ings sampled. frOtl each geographical and chrono1ogical area mentioned 

above, indicates that ee.rly jazz irnprovisors playect arpegeiated me1-

oclies (harmonie) instead of scales and scale segments (linear) in 

their solos • 



JAZZ - STYLE AND THEORY : FROI1 ITS ORIGIN' IN RAGTU1E AND BLUES 

TO THE BEGHINING OF THE BIG BAND ERA (r932) 

by 

Andorew Paul Homzy 

A the-sis submitte:d to the Faculty of Graduate Stutties 
and Researcli' in partial fulfi'llment of the- reoquirements 
for the d-egree oof Master of l1usical Arts. 

Department of l1usic 
McGill University 
Montreal 

@ Andrew Paul Homzy 1972 

June: 1971 



T ABLE CF cc:rr ~::['I'S 

Chanter 

IHTRODUCTION ........ - ...... . ii 

I RA~Tn13 . . . . . . . . . - . . . . - .. 1 

II THE BLUES . . . . ., . . . . . . . . . . . . . 25 

III CONCEFT !iND THSORIES OF :!::!:?..!.'! J:~2Z _ _ _ _ _ _ 47 

IV THE l'TE':1 ORLZANS J ;~ZZ ST1"I3 _ _ _ _ _ _ _ _ _ • 77 

V TH~ CHICA~O JAlZ STYLE . - . . . . . .. 95 

VI THE \o/RITE JAZZ STYLZ : ~ ~{b?K 

C. 1926 - C. 1930 • . . . - - . . . . . . . 107 

VII NSGRO JAZZ Hl HARLEH, E-:E;i y~~ _____ ••• 

VIII 

EARLY JAZZ PI,;~;o STYI2S . . . . . - . . . . 1~1. 

CONCLUSION • • • • • • _ • - - - - • _ • • •• 153 

APPBNDIX I EXTEHDED MUSICI.,.L r;XAM?I,;::rS . . . . - - . . . . 
APPENDIX II 241 

~PPENDIX III DISCOGRAPHY OP SELECTIŒf:: !Z!:~3;:m Œ~ i':::~ 

THIS TfiESIS • • .............. 

BIBLIOGRAPHY • • • • • • • - _ • _ ~ • _ _ •• 251 



li 

Introduction 

This thesis is concerned wi th the deve10pment of jazz impro .. 

visation from its origins in ragtime and blues (C.1e85), to the 

.1 
beRinninR of the "big band" era in 1932 •. 

Using such primary sources as phonograph records, transcrintionsy 

and studies which emphasize theory and ana1ysis, l,have traced the 

development of jazz improvisation both chrono1ogical1y and geograpliica lly. 

The influence of African music on jazz and the subject of 

Negro Slave music in the United States are beyond the scope of this 

2 paper.However, the reader should be aware that for Most America~ 

Negroes of the nineteenth and early twentieth centuries, worksongs 

and spirituals formed the basis of their musical experience. At 

approximate1y the middle of the nineteenth century, a new form, 

the blues, emerged to join the others as another aspect of Negro 

11932 was chosen as the cutoff for severa1 reasons. Short1y 
after that year, a new style of jazz, that associated with the big 
band era, emerged and became dominant. By 1932 a great many inf1u
ential musicians had died and whole bands ceased to existe AIso, 
the United States.had fully experienced the depths of the great 
Depression:' thus many recording companies went bankrupt, while 
others ceased to produce new jazz records. For more information 
on the state of jazz and the recording industry during this time 
see Brian Rust, cornniler, Jazz Records A_Z: 1897-1931, 2nd edition 
{Middlesex, EnRland; 1962), pp. 3-4. 

~For.more .. information. on . the se. subjects see Marshall ~tearns, 
The Story of Jazz, 3rd edition (Mentor, 1958), pp. 11-103 and Gunther 
Schuller, Early Jazz (New York, 1968), pp. 3-62. 
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Introduction 

This thes1s 15 concerned vith the deve10pment of jazz impro-

vieation from lts origins ln ragtime and blues (C.19S5), to the 

bo~lnnin~ of the "big bant' era in 1932;1 

Up.in~ sueh primary sources as phono~raph records, transcriotions, 

and 8tudl~B vhleh emphasl?e theory and ana1ysis, I .have traced the 

d.volonmnnt of jazz improvlsation both chrono1op,ica11y and geograpliically. 

The influence of African musiç on jazz and the subject of 

N.p.ro Slavo mueic ln the United States are beyond the Ecope of this 
p 

PI~.r. Hovlvor, the reBder ehou1d be avare that for most America~ 

".~roo. ot the nlnetoenth and early tventieth centuries, vorksongs 

.nd ,~'rltull. formod the basle of their musical experience. At 

.~prori •• tol~ the middle of the nineteenth century, a nev fOTm, 

th. bluoi •••• rBod to join the others as another aspect of Negro 

. 
119'2 v •• choeon as the cutof! for severa1 reasons. Short1y .t'.r thAt f.ar, a nov .ty1e of jazz, that associated vith the big 

'an' .r ••••• r~od and became dominant. By lS32 a great many influ.ft, •• l .u.lolana hAd dlad and vhole bands ceased to existe Also, 
'hl Unl,.d StAtOI hnd (ully exporienced the depths of the great 
D." ••• lonl thui .Any recordln~ companies went bankrupt, while 
.'h.r. o •••• d to produco nov jazz records. For more information 
.n 'hl ,t.t, ot jazz and tho recordin~ lndustry durin~ this time 
••• Irl.n RUlt, eo~~1lor, Jazz Records A_Z: 1997-1931, 2nd edition 
("Id.l ••••• Bn,1.nd~ 1962), ~p. '-4. 

"or aor. information on these subjects see Marshall Stearns, 
~iRrx pC J,,~. 'rd edltlon (Hentor, 1959), pp. 11-103 and Gunther 
I~'l.r, !or1X Jgzz (Nov York, 1969), pp. 3-62. 
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musical life. These essentially vocal forms vere first transmitted 

aurally among'the musically illiterate slaves in the Southern States. 

In other vords, this music is of a folk tradition, handed dovn from 

~eneration to generation vithout the perhaps dubious benefits of 

musical notation. Technically, the blues contributed to the develop-

ment of jazz improvisation in the fOlloving vays: 

- Melodically in ter~s of scale formations and microtonal 
inflections. 

- Formally in terms of a certain order of phrases and 
harmonies. 

Rhythmically in a manner greatly influenced by speech 
'- ---and dialect. 

Ragtime, on the other hand, vas not a part of the vhole 

lIegro 'com:nunity anymore than vas the music of Beethoven a part of 

German daily life in the first half of the nineteenth cent ury. 

Ragtime, in Us pure and non-commercialized fonn, is a "classic" 

music. To perform it, one requires a sophisticated musical instru-

ment, the piano, and sufficient musical training to perform the often 

complicated ~copated rhythms. Only a small percent age of the 

legro population livin~ in the last hale of the nineteenth century 

vas affluent enough to afford these luxuries. Nevertheless, a school 

of ragtime composers emerge~and performers brought this music to 

the public. As the music bec~e more popular, other pianists began 

tO'learn the groving repertoire (often by ear) and ~all bands of 

musicians using both manufactured and homemade instruments adapted 

the ragtime idiom and re-arranged the music for their ovn peculiar 
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inst'rumen ta t ion •. 

Ragtime contributed the following elements to jazz impro-

visation and composition: 

'- Instrumental technique as opposed. to the vocal idiom 
of the blues. 

- WeIl defined eight measure phrases. 
- The concept of multi-thematic compositions. 
- Harmony extending beyond the usual three chord limit 

of the vocal forms. 
- Characteristic syncopated rhythms ~lhich are not common 

to the blues. 
- A published musical literature. 
- An instructional literature. 

~n-addition to the particularly Negro musics, other factors contri-

buted to the development of jazz. These were the marching and concert 

bands (like that of Joh~ Phillip Sousa) which vere popular throughout 

the United States at the turn of the century, and the re~ertoire 

of popular entertainers vhich consisted of light classics, opera 

arias, and popular songs and dances of virtually every ethnie origine 

Hovever, as vith the spirituals and vork songs, a thorou~h discussion 

of the influence of this music on the development of jazz improvisation 

is beyond the scope of this paper. 4 

'3Some of the more popular homemade instruments vere the 
kazoo, jugs and the "gut bucket" (an i~itation string bass made from 
a broo~ handle, a large bucket or tub and a cord). As an example 
of the adoption of ragtime by a band using some of the instruments 
Ilentioned above, 1 have included a recording of "Dallas Rag" by the 

-Dallas-String Band on the tape vhich accoopanies this thesis. 

4 For a discussion of the development of popular music in 
America during this till1e !:ee Gilbert Chase, America's !~usic: Fro!:! 
the PilgriMs to the Present, 2nd edition (Hev York, 1966), pp. 621-38. 
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The first two chapters of this paper then s concenp.'ate s 

on an analysis of ragtime and blues in their chronologieal development, 

in order to define th~ elements which are common to early jazz styles. 5 

Chapter three of this thesis cent ers around theoretical studies written 

on jazz. These studies range from simpl~ criticism to analytical 

essays, and date from Ernst Ansermet's "Bechet and Jazz Visit Europe" 

in 19196 to Gunther Schuller's Early Jazz published in 1968. 7 Chapters 

four through seven investigate the main jazz styles from 1917 to 1932 

on a geographical basis. Chronologically, there is an overlap, jus-

tified on the grounds that distinct jazz styles were prominent in va-

rious parts of the United States at the same time. These chapters 

treat jazz in the principal centers of Us develop:nent: lie." Orleans, 

Chicago, and Hew York. The final chapter con tains a discussion of 

8 both the "territory bands" and a survey of early jazz piano styles. 

In these ehapters l have selected one or more examples to illustrate 

the main characteristics of each style discussed. 

5Although the blues may well have existed before ragti~e, re
corded evidence of this does not existe Since my sources on ragtime 
date earlier than those on the blues, l have ordered the chapters 
in this way so as to preserve the chronology of the discussion of these 
sources. 

6Translated and reprinted in Frontiers of Jazz, edited by Ral9h 
-de Tde:lano, 2nd edi tion (New York~ 1962), pp. ll5-12~. 

7publiShcd in IJew York by Oxford University Press. 

~he "territ ory bands" refer to bands \r!hich operated in the Mi d
and Southwcstern United States. Each band travelled and ~orked in a 
territory ~hich often included several neighbouring r.:ties and adjacent 
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Where possible, 1 matched published transcriptions with 

actual recordings which illustrate certain aspects of the style 

and development of jazz improvisation. When a published transcription 

of a given work was not available, it was necessary.for me to produce 

my own study ~core.9 

A probl~m Inherent to most jazz studies (especially those 

which are directed towards non-specialists in the field) is the 

difficulty of obtaining essential recordings which are often out 

of print. 10 Several recordlng companies have issued jazz anthologies. 

However," since recordlng firms aré able to draw only on material in 

their own catalog, it is usually impossible for one company to 

11 il1ustrate sufficiently even a small facet of jazz styles. Since 

states. Unfortunate1y, bands from these and other more or 1ess 
remote parts of ~he United States rarely had the opportunity to 
record in New York, the center of the yhonograph industry. Con
sequently, recorded evidence of jazz styles other than those in 
the Mid-Eastern United States is almost non-existent. 

9In every instance, transcription of rhythmic nuances and 
micro-tonal inflections has been avoided. The reader is urged to 
consult the supplementary tape recording to fu11y appreciate the 
complexity of these performances. 

10 Some representative anthologies of jazz are: Jazz Odyssex, 
Columbia: Vol. 1 The Sound of New Orleans (record No. 3CL-30), 
Vol. 2 The Sound of Chica~o (record No. 3CL-32), Vol. 3 The Sound 
of Harlem (record Ho. 3CL-33). Encxclonedia of Jazz. Decca: Vols. 1-4 
(record No. DX S-7140 178383/~). 

~~FOlkvaYS (record Ho." 2801-2811) has issued an eleven record 
antholo~ of jazz, drawinp. upon the cata10gs of man y different com
panies for their material. However, some of the exaoples were poorly 
chosen and the accompanying notes are often inco~plete. 



the reader wnl probably have no access to su'ch recordings, a tape, 

containing almost every example referrèd to in the body of the text, 

has been prepared for this thesis, and is on deposi t in the 14cGill 

Faculty of Music Library. 

l encountered certain difficulties in obtaining and examining 

12 potentially useful publications issued by "Tin Pan Alley" firms. 

This material comprises texts on rudiments and harmony, books on 

"arranging and composition, as well as instrumental methods, tran-

vii 

seriptions and arrangements -- man y of which were written by out standing 
" " 

and influential jazz musicians. Neither the New York ~ublic Library 

at the Lincoln Center for the Performing Arts, nor the Library of 

Congress in Washington, D.C. listed many publications of this nature 

in théT catalogs. Occasionally when interesting material did appear 

in these catalogs, it eould not be located in the stacks. However, 

1 was able to locate some of this material in the stocks of long est-

ablished music stores in Cleveland, Pittsburgh, Washington, New York, 

and Boston. l' 

In the analytical ~ortions of th1s paper, when classifying 

chords accordin7 to ther runet10n, l have adopted the system employed 

14 by Walter Pistol) in his Harmonl_ As a rurther refinement, major 

12 Tin Pan AIley rerers to 48th Street in New York City, 
whore many publishers or popular music vere located at this time. 
The term has since come to represent any publisher of popular music. 

l'Soce of the better sources vere Sheldon's Music House in 
Cleveland and The Music Exchange in Ne~ York. 

14 ( 'rd edition Kew York, 1962). 
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and minor chords are distinguished by large and small Roman numerals 

respectively. 

On the other hand, when the question of chord function is 

not . the point, 1 have labeled chords in the m~nner commonly accepted 

by jazz musicians. The f.ollowing example of this latter system 

15 should be self-explanatory. 

Cr c.' C., CÀ Ct\ 

&! 1 SO Ip§ 1 ~ 1 i i 
-e- -e ~ ..e. 

c- C-c:, c..-7 C- A c-q 

& &1 '58
0 'X, 14 It! 

-Et- -e-

('0 (.{/I c.+ C ~~ c.-YF 
"-

&lft 1 ii l! le, Iti .1 
-& -& --e-

15Most books on jazz iaprovisation, arrangine and composition 
thoro~hly explain this system or chord symbols. For example, see 
Jerry Coker, Imnrovising Jazz (New York, 1964), pp. 5-6, 42. 



A few additional points on my methodology may be made. Many 

early jazz musicians acquired and became identified with colorful 

nicknames : e.g. Ferdinand "Jelly Roll" Morton. In all cases, 1 have 

ix 

used these nicknames, but have provided given names on first appearance 

in the texte Birth and death dates are Biverrfor all musicians when 

it has been poesible to find this information. 

Since in some cases it was impossible, when dealing with old 

·recordings, to distinguish between the sound of the trumpet and that 

of the cornet, the term trumpet will refer to any soprano-pitched, 

valved, brass instrument. 

The appendices contain extended musical examples, as op~osed 

to those brief examples which are included in the body of the text 

and a glossary of terms peculiar to jazz, and perhaps unfamiliar 

to non-jazz s.pecialists. Also included are details pertainin~ to 

information regarding the selections included on the tape recording 

which accompanies this thesis. 

Throughout the body of this paper, 1 have tried to emphasize 

the i'\(egTo's contribution to the art of jazz. While. a number of white 

musicians have distinguished themselves in this idioa, on the whole 

-Negro musicians are responsible for the most profound developments 

in the areas of instrumental technique, orchestration, composition, 

and improvisation. Failure to recognize the Hegro's role in jazz 

has marred the york of many critics and musicologists. Even so astute 
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a scholar as Richard A. Waterman transcribed a solo by the excellen~, 

but white, clarinetist Benny Goodman as an example of "hot rhythm" 

1 N . 16 n egro Jazz. 

Flnally, 1 wish to express thanks to my advisor, Professor 

Arthur Daniels, for his help ln the preparation of this thesis. 

1611
• Hot • Rhythm in Kagro Music", Journal of the American 

Musicological Society 1 (Sprlng, 1948), pp. 24-31. 

x 
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1 RAGTIME 

Ragtime came out of a tradition of American mÏlsstrelsy and 

"plantla.tion melodies" or "coon songs" popular in the last quarter of 

the nineteenth century. Such popular musical entertainment often 

included banjo accompaniment -- those same instruments which provided 

1 the background for the dance known as the cakewalk. 

has pointed out, 

As Gilbert ChB.se 

many of the old minstrel tunes were marked by synco
pat ion. For example, both "Old Zip Coon" and "Old Dan 
Tucker" among many others, contain the characteristic 

l Rudi Blesh and Harriet Janis in They AlI Played Ragtime, 
lew York: Oak Publications Edition (Revised), 1966, p. 96, quote an 
interview with Shephard W. Edmonds, the son of freed slaves on the 
nature of the cakewalk. Edmonds notes that "the cakewalk was originally 
a plantation dance, just a happy movement they did to the banjo music 
because they couldn't stand still. It was generally on 5undays when 
there was little work, that the slaves both young and old would dress 
up in hand-me-down finery to do a high-kicking prancin~ walk-around. 
They did a take-off on the high canners of the white folks in the 
'big house', but their masters, who gathcred around to watch the fun 
aissed the point. It's supposed to be that the custom of a prize 
8tarted vith the master glving a cake to the couple that did the proudest 
lIlovement." 

In 1695. the American composer, Louis Moreau Gott~cha1k (1829-1869) 
composed The Banjo, vhich parodi~S the style of r.e~ro ~akewalk music. 
This composition has been reprinted in Music in America: An Antholo~v 
from the Landinv of the Pilgrims to the Close of the Civil War, l62n~ 

)825. compi1ed and edited by W. Thomas r.Brr~ and Harold Gleason, 
Hew York: W.W. Horton and Company, 1964, p. 323. 

or other atte:lpts by "classical" composers to incorporate this 
style in-their works, the most fa~ous is "Go11iwogs Cakewalk", the 
final movement of Debussy's suite "Children's Corner (1909). 

For more information on the dance end its relationship to jazz, 
8ee: The Jazz Dance (~rlginal title, Dance U.S.A.) by Marshall and 
Jean Stearns. Hev York: Macmillan, 1968. 
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rhythmic figure~, that became the standard cake
walk formula of ragtime music. Amon~ the songs of 
Stephen Foster D826-l96i!, ••• "The Glendy Burk" 

. (1860) is a "true ragtime song" and that to be con
vinced of this, one need simply pat his hands and feet 
while singing it~ ta provide the regular beat of the 
bass in ragtime. _ 

According to Rudi Blesh and Harriet Janis, the first ragtime 

. composition was published in 1895 by Ben R. Harney (187l~1938), 

a white musician born in Middleboro, Kentucky.' While Harney's 

piece, "You've Been A Good Old WagQn But You've Done Broke Do .... n", 

ls a song and not an instrumental composition, the accompaniment 

and piano "dance" solo sho .... all the characteristics of true ragtime. 

In January 1897, William H. Kre11 (C.1850-C. 1910) published the 

flrst ragtime piano solo "Mi ssissippi Rag". Since ragtime i s primarily 

a ti1ack art, more significant ethnica11y and musica1ly ls the appearance 

of "Harlem Rag" in December of that year by Thomas M. Turpin (C.1897-

1922) a Ne~ro pianist from St •. Louis, Missouri. In 1899, Scott 

Joplin (l868-l917), a Negro pianist born in Texarkana, Texas, pub-

l1shed "The Maple Leaf Rag" which has aince become the Most famous 

4 of all true ragtime compositions. Along with Joplin, the white 

2AmeriCS's· Music: from tJl~.~Jl.rrims....to._.tjlJ!.J)_~lli. Revised 
second edition, New York: McGraw-Hi1l, 1966, p.430. 

'They AIl Played RaŒtime, p. 95. Aceordin~ to Andre Asriel 
ln Jazz: Analvsen und Aspekte, Berlin: VEH Lied der Zeit, 1966, p.6l, 
"Das Vorte wurde 1893 zum ersten 14a1e ~edruckt, und zwar 1 III Titél 
des Liedes 'lofa Ragti"le Baby' (F. Stone)." My research has not been 
able to substantiate the va1idity of Asriel's statement. 

4Such co~ercia1 Tin Pan AIley co~positions as "Alexander's 
Rag Time 3and"{l9ll) by Irvin~ Berlin and "12th Street Rag", (19l4) 



musician Joseph Lamb (1887-1960) and the Negro James Scott (1886-

. 5 
1938) are considered "the big three of ragtime". The music of 

these men constitutes the core of ragtime literature in its classic 

forme In retrospect, the period from 1897 to 1917 may be considered 

the era of classic ragtime. 

Since only one full 1ength book on the ~ubject of ragtime 

has been pub1ished, a thorough study of this music requires an 

investigation of the pe'riodica1 li terature of the ti'!lle, especially 

critica1 and ana1ytica1 studies by contemporaneous musicians and 

critics. The publication of expository 1iterature on ragtime may 

be div1ded into three periods: Literature from the first period, 

c. 1898 to C. 1903, revea1s an interest in a new and controversi al 

music; articles written during the second per1od, C. 1911 to C. 1948, 

para11e1 the exploitation of ragtime by the commercial "Tin Pan 

AIley" composers; in the third period, trom C. 1948 to the present, 
. 

the periodical 1iterature represents a reviva1 of interest irt ragtime 

as an art form. 6 

by Eua~ Bowman are probabl~, better known by the public than any 
·c1assic" rage Whi1e su ch themes vere occas1ona1ly used by early 
jazz musicians, these ~ongs and their composers contributed little 
to the deve10pment of authentic jazz. 

5See l~O Ragtime Classics, se1ected by Max Morath, Denver: 
Donn, 1963, Introduction p. III. 

6 These figures have been coapl1ed from A Biblio~ranhy ot 
~ by Alan p. Merriam, Philadelphia: The American Folklore Society, 
1954, and "The Music Index", Detroit: Inforcation Coordinators, 
Incorporated, 1949 and continuin~. 
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After 1920, ragtime went underground. Its musicians were 

forgotten, and few new compositions were written. However, in the 

late 19405 ., ragtime experienced a renaissance. Some of the old 

musicians were rediscovered, younger pianists became interested in 

the style, and both old and néw compositions were published again. 

This rebirth ma~ be attributed to two significant events: a 1948 

recording by Pee 'iee Hunt of "12th Street Rag", which becBJ!le an 

7 unexpected best seller; and the first edition of They AlI Played 

Rae:time by Bl'esh and Janis in 19~io. 8 These two stimuli spawned 

discussions and analyses of ragtime in the periodical literature, 

producing such important studies as liA Survey of Ragtime" and 

"Jopl1n's Late Rags: An Analysis" by Guy Waterman in 19559 and A. 

R. Danberg Charters' "Negro Folk Elements in Classlc ~~gtime" pub·· 

lished in 1961. 10 

Conveniently published volumes and reprints of ragtime music 

are easily obtained today. The most monumental volume to appear 

7See The New Edition of The Encyclopedia of Jazz by Leonard 
Feather, New York: Bonanza Books, 1960, p. 261. 

8 The first edltion of They AlI Played Ragtime was published 
by Alfred Knopr (=30rozoi Book) in New York. 

9"A Survey of Ragtime", The Record Chany,er, Vol. 14, Ho. 7 
(1955). "Joplin's Late Rags: An Analysis", The Record Changer, 

--Vol. 14, Ho. 8 (1955). Both of these essaya have been reprlnted 
in Martin T. Willi~s, editor, The Art of Jazz, Hew York: Grov~ 
Press, 1960, pp. 11-31. See also Guy \l'atermsn, "Ragtime", in Jazz, 
edited by Nat Hentorf and Albert J. HcCarthy, New York: Grove Press, 
1961, pp. 43-57. 

10Journai of Ethnomusicolo~t Vol. V, "o. 1 (Sept. 1961), 
pp. 174-183 .. 
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so far (a sort of "Ragtime Denkmal "), i5 1.00 Rap.time Classics, 

Il selected by Max Morath. Other important collections of ragtime 

are: Ra~time Piano: A Collection of Standard Rags for Piano 5010;12 

13 and Ra~time Treasures: Piano Solos br Joseph F. Lamb. 

Unfortunately, recordin~s of classic ragtime are difficult 

to obtain. Tvo important collections which are nov out of print 

14 are: The-Golden A~e of Ragtime, and Ra~time Piano Roll Classics. 15 

" These recordings contain valuable performances by such leading 

exponents of the style as Scott Joplin, Tom Turpin and Joseph Lamb. 

Unfortunately, those performances taken from the original piano 

rolls have been recorded at a much too fast tempo, probably in an 

16 effort to make ragtime sound "flashy". 

Il Denver-: Donn, 1963. Morath, a young ragtime revivalist 
has toured the United States and Canada as a one man show, featuring 
songs, piano' solos and a monologue of hi storical and sentimental 
interest. "His show lat The Turn of the Century' opens in Chica~o 
June 2nd Ll97Q7 at 'The Happy Medium' Theatre." - From The Ragti~er, 
May-June 1970, p. 17.. ." 

12New York~ Mills Music,GD1963. This collection contains 
16 compositions, among them "Euphonie Sounds" (1909) and tlMagnetic 
Rag" (;1.914) by Scott Jop1in, and "Caprice Rag" (1914) and "Dantin"ess 
Rag" (1916) by James P. Johnson. . 

13New York: Mil1s Husic,~1964. This collection contains 
thirteen rags written betveen the years 1907 and 1960. Also of 
interest 1s the foreword by Rudi Blesh. 

l~Rive:rside record flo. 12-110. This recordinl?; is nov out 
of print. 

15Riverside record Ho. 12-126. This recording is also out 
cr print. The most extensive discography of ragtime recordinffs may 
be found in Thev AlI ?laved Ra~time, pp. 339-347. Also included 
is a 1ist of ragtime player-piano rolls (pp. 326-3~1). 

16 See a1so Guy Yater.nan "Ragtime" in The Art of Jazz, editcè 
by Y.artin Villi~s, p. 28, and "Ragtime" in Jazz, edited by Nat 
Hentor! and Albert Y.cCarthy, p. 56. 
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Today there is a core of part-time scholars devoted to ragtime. 

Some of these enthusiasts have banded together and formed such 

organizations as The Ragtime Society17 and The ~faple Leaf Club. lB 

The Ragtime Society engages in such diverse activities as publishing 

a journal (The Ra!<timer), producing phonograph records of newly 

recorded ragtime, and re-printinr, classic ragtine scores. 19 

Although ragtime is a notated music, its characteristics 

resemble early jazz compositions and improvised performances in 

Many respects. Turning to the music itself, 1 wish to point out 

- ·some of the traits of ragtime which h~ve, since become a part of 

the jazz idiome 

Besides the usual duple meter, most ragtime pieces are multi-

thematic. According to Guy Waterman, 

a heavy majority of all rags are organized on the basis 
, of four. strains, either ABCD or ABACn, with a less 

common structure being ABACDC. In nearly all cases, 
a repeat will be indicated for all strains except for 
the return strain.20 

l7Box 520, Veston, Ontario, Canada. Ragtime pianist John 
Arp1n ls among the executives of the Ragtime Society. 

18 5560 West 62nd Street, Los Angeles, Californla 90056 U.S.A. 

19The Ragtime Society reprints a number of authentic ragtime 
acores each year. Of part1cular interest a~ong their publications 
ia Scott Joplin's ragtime opera Tre~onisha (1911), of vhich a fac
dmi1e of the original piano-vocal score has been printed. For 
sore information on thls fascinating vork, see They All Plaved Rav,time, 
~p. 231-250, and Samuel B. Charters and Leonard lunstadt, Jazz: A 
Htstor! of the Nev York Scene, Garden City, Nev York: Doubleday, 
1962, pp. 43-50., 

20 "Ragtime" in Jazz, p. 4B. 



,1; 

. • . ! 

(
.~. 

. . 

7 

A. R. Charters complements the above statement by noting 

that "the later strainsC and D appear in a key a fourth higher 

21. \ 1 
than the key of strains A and B." Actually, the D strain of many 

rags appears in a key a fourth higher th an that of the modulated 

, 1 
C strain. In other words, the final strain appears in the subdominant 

22 
of the subdominant of the original key. "The Cascades" (1904), 

a rag by Joplin, employs yet another modification of this tonal 

scheme;23 

Ex. 1. Tonal and formal scheme of "The Cascades." 

Section· lntro .. l'A t 1 B 1 Trans. IC' 1 DI 

Humber of measures' -4- -16- -16- -4-· -16- -16-

Key C C C ? Bb Eh 

Harmonif V 1 1 V 1 vic v/Bb 1 1 1 1 movemen 

21 ( Journal of EthnomusicoloP'Y, Vol. V, No. 3 Sept.1 1961), p. 174. 

22 The above listed characterlstics or ragtime a1so app1y to 
such jazz tunes as "King Porter Sto~p" (1902) by Jelly Roll Morton, and 
nSouth Rampart Street Parade" (1938) by Bob Haggart. 

23The cocp1ete scores for nThe Cascadesn andl~ap1e Lear Rag" 
appear ln Appendix 1. A piano-roll recording of "The Cascades" ls 
included on the tape recordlng which accompanies thls paner. 
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Usually, the harmonie rhythm of ragtime is quite slow and 

regular. A single chord will serve one, usually two measures; in 

24 some pieces, one chord may la st for four or more measures. The 

chord types are usually triads and seve~ths of the simple diatonic 
. . 

and secondary dominant variety. However, as in the "Maple Leaf 

Rag", measure 5, one finds chords built on the fIat sixth degree 

( VI) of the scale. Diminished chords are often used, functioning 

as dominants or secondary dominants as in "common practice" tonal 

music. In ragtime, and particularly in improvised jazz, chords 

are "better thoup.ht of as being control1ed by questions of density, 

25 sonority, or spacing, and not harmony in the sense of voice leading." 

Much of what has been said not only applies to ragtime and 

early jazz, but also to the popular march tunes contemporaneous with 

ragtime. Many marches by Sousa (1854-1932) would fit into the tonal 

and formal schemes discussed above. However, it is the rhythmic 

conception which distinguishes ragtime from marches. While both 

share the steady "oom-pab" of the bass and tenor voices, ragtime 

differs from marches in that the melody 1s conceived as a sixteenth 

24This relative1y slow harmonie rhythm is one of the main 
differences betveen jazz-like music and "classical" music. This 
in part explains why jazz musiciens experience difficulty in impro
vising on "c1ass1cal" compositions. 

25Jerry Coker, Imnrovisinn Jazz, En~lewood Cliffs, New 
Jersey: Prentice-Hall, 1964, p. 78. The quotation in the text is 
from a let ter by Richmond Browne, jazz pianist and instructor of 
theory at Yale University. 
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note division instead of an eighth note division of the prevailing 

meter (2/4 time is assumed). One need only compare Sousa's popular 

march "The Stars and Stripes Forever" (1897), with Hs melody built 

mainly on an eighth and quarter note basis, with any of the "Maple 

Leaf Rag" themes to clarify this point~ Also, the characteristic 

.FJl J and !$uch permutat ions as .f J '1 rn~fJ1.fJl as found 

in many ragtime melodies are not typical of the march style. 

As A. R. Charters has shown in an essay titled "Negro Folk 

26 Elements in Classic Ragtime", many melodie fip,urations present 

in ragtime seem to have been derived from the pentatonic scale 

characteristic of Negro folk music. However, l do not agree with 

Mr. Charters that blue notes (flat thirds and sevenths) are elements 

of ragtime melody. In eaeh example he gives, the note in question 

is not a "functional blue note'," but rather, an alternating tone, 

or a lower neighbor tone. 27 A more detailed examination of blue 

notes can be found in the next chapter, where they are discussed 

and classified aecording to their context in actual performance. 

Another aspect of ragtime is the conspicuous absence of 

scale passages. Almost every rag l have examined consists of arpeg-

giated chords or repeated note me1odies. This kind of me10dic 

structure a1so appears in early jazz. The following examp1es 

26Journa1 of Ethnomusico1ogy, Vol. V, No. 3 (Sept., 1961), 
pp. 174-183. 

27 See page 177 of Charters' essaye 
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. 28 represent the basic types of ragtime melody: t 

Although not an aspect of eompositional style, the tempo 

atvhich ragtime vas meant to be played must be considered. Many 

eompôsers emphatlcally varn that too quiek a tempo ruins the beauty 

28Al1 the compositions oentioned here may be round ln 122 
Rap.time Classics. 
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of the style. Such statements as "Notice! .Dont play this piece fast, 

It Lsi;; is never right to play 'Ragtime' fas,-," 29 are often found 

printed on the sheet music. At the turn of the century, a "St. 

Louis School of Ragtime" advocated whirlwind tempos and concentrated 

30 more on virtuosic dis~lay than musical meaning. Composers such 

as Joplin, Lamb and Scott strongly denounced such practices. 

Important ear1y sources from which one may 1earn how raŒtime 

was conceived musically are the so-ca11ed "Ragtime Instructors". 

These books, usua11y ~ritten by ragtime composers themse1ves, served 

~o introduce the student to the intricacies of what was then a new 

kind of music. Whi1e concerned primarily with performance proble~st 

these instructors do offer insi~hts into compositional practices. 

This theoreticai/instructional material has been discussed, 

in part, by Blesh and Janis in the fourth chapter, "Ragtime in Lsi;;illt 

31 Tventy Easy Lessons," of their book. According to Blesh and Janis, 

Ben Harney's Rag Time Instructor, pUblished in the Fa11 of 1897, 

vas the tirst attempt to ana1yze ragtime. Conveniently, this instructor 

has been reprinted in Morath's 1~ Ragtime Classics. 32 

Harney and/or his arranger Theo. N. Northrup (C.1850-C.19l0) 

c1alm this book to be the 

29See "Eup.enia Ra~" (19r)6) by Scott Jopl1n. Reprinted in 
In'l Ragtime C1assics, p. 45. 

30See Thev AlI Plaved Ra~time, pp. 65-66. 

31Ibid., pp. 128-145. 

32See pages 357-366. The ori~inal publisher vas Sol Bloom 
or Chicago. 
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original instructor ••• of the now popular ••• Ethiopian 
~ong.. The only book of its kind giving full instructions 
on how to play rag time. 

Since Harney·s text amounts to a seant five sentences, 1 

quote h1in. in full, abbreviating his musical exampIes .. 

No.1 
< 

( .... 

-
. 
• 

, k. 

10'.2 
1 

~ 

Exo- 30 Ben Harney 1 s Rag Tïme In'structor. 

~o. 1 i5 a sacred melody knowru ta all, rive 
bars of wh1ch are written' plainly, and then repeated 
in .rag time. The pupil will notice that the treble 
1s just 1/8 behind the bass accompaniment. 

OLD HUNDRED. 
Rag Time , 

.. .. .. .. 
.. 

, . 1 

• . .~ 

~r i~ .;e ~ ir ~t -C .. 

ANNIE LAtaIE. Rag Time 

h\ 

.. 
r 

1. .11-

IJ , 1 " 
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In_ ske.tch N:o. 2 the player will observe 
that- to play Annie Laurie: in. rag Ume_ each bar 
ls doubled in the rag time part to carry the 
melody and rhythm correctly; also in No. 3, 

_ _ . ___ ._ whi ch __ ; s _~ _~acz:ed _ hymn known to _ eve~rbo.dy. 

COME THOU POUNT. 
Rag Time 

\"""\ , . 1 J \ '. - .L 

-N -?,. "1-

• J • 

l.,..l - ..... .. -
1) 

e:,. lof!' -r~ .... =- ~ .~ a .... -:fa "'I~ , 
-,. » 'li" 

1 L 

'-"' -C'" 

. ~ ------ - . -.. .. 
Implaylng this movement be sure and count 

for the left hand distinct- 2/4 time; for the 
right hand,. whlch is just. 1/16th behind, and 
con~ecutive: time, by playing over once or twice 
ft will adapt 1tself to the accomp.animent. 

THE MAN THAT BROKE THE BANK AT MOUTE CARLO 
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In: this number the player will observe 
that- both hands are playing c-onsecut iVe' time, 
and in places directly at variance with each 
other; by counti'rrg time with each hand separately, 
then playing slowly, increasing ad lib, the 
effect will be attained, and the most intricate 
rag can be played. 

MA BLACK MANDY 

.JI- ~ II- .. .;0- • f/I"" ... • e'+ • • Ct . 
T 

~ ~ -""",:;;t ...::: r;P ~ ~ ~. ~ --- -
'"--

~ ~~ Il ~ t .- .~ lOI! ---. 

~ ~ 
-, . 

~ ~ 
..~ .. ~ - -. .. " .... 

1 

~-------_. _ ... " - ... -- -- -- - --
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Harney's little eiRht page instructor then concludes with 

a full length composition by Jlorthrup entitled "Plantation Echos," 

a "rag two-step." 

Harney's book interests us in several respects. First, 

he pOints out the rhythmic structure of ragtime and gives, by way 

of example, a v~riant of the Most characteristic rhythmic figure 

fflJ. Becondly, Her~ey shows how to improvise in the ragtime 

s~yle from a given melody. Perhaps needless to say, the greatest 

fault of this instruct6r is its lack of rhythmic variety. If the 

student were to follow Harney's instructions to the let ter, a most 

monotonous music would result. Also, none of the exercises or sup-

plementary compositions come up to the technical or musical diffi-

culties of classic ragtime. 

As ragtime became more accepted, a demand was created for 

more thorough instruction than Harney's little treatise could supply. 

To me et this need, Axel Christensen (188l-C.1940) opened a studio 

in Chica~o in 1903. f.e claimed that his students could learn the 

art of playing ragtime in only ten lessons." In 1904 he brou~ht 

'4 out Christensen's Book No. 1 for Rag-Time Piano P1avin~. From 

33Christensen probably didn't intend for his c1aim to app1y 
to rank be~inners, but rather, to those students who could read 
susie and perhaps a1ready had experience in p1aying the piano. 
tater, Christensen felt compe11ed to re-evaluate his teaching methods. 
Bee They AlI Plaved Rav,time. p. 138. 

34See Thev AlI Plaved Ra~time, p. 136. 



16 

1906 to 1909, yearly revised and enlarged eèitions vere marketed. 

The 1909 manual contained thirty-six pages. In 1912, a series of 

five supplementary books appeared as Christensen's Instruction Books 

. for Vaudeville Piano Playing. 35 December of 1914 found yet another 

Christensen publication, The Raatime Reviev, a musical periodical 

36 vhich vas published for only a fev years. 

As musica~ styles changed, Christensen's instructor meta

morphosed itself into a book for jazz piano (1~27)37 and in 1937, 

to Axel Christensen 's Instruction BqQ.k for ~fodern ~w:ll!~L!:fulli. 38 

Since Many of Christensen's books are preserved in the Library 

of Congress, it ls possible to get an accurate plcture of his approach 

to ra~time. The foundation of each of the se books Is to be found 

in three rhythmic !!Iotives, vhich Christensen calls "movements". 

Each movement as shown in the followin~ example 15 derived from 

the basic ragtime motive .FJ1 J .39 

35See Thev All Played Ra~time, p. 136. 

36The catalogue of the Library of Con~ress gives no 
information as to hov many issues or this periodica1 vere 
publ1shed. 

37See They AIl Played Ra~time, p. 136. 

38 !lW!., p. 136. . 

39These "movements" also formed the basis of Christensen's 
later publications. 
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Ex. 4. Christensen's ra.gtime "movements." 

~----_ .. - ... ---_._-. _._---------- - .. ---.. -~-. ___ ,. _a·._···· .. 

As did Ben Harney, Christensen concentrates on oastering 

the syncopated rhythms of ragtime. In addition, Cbristensen's 

method con tains an element or improvisational theory since the 

movements are more than devices for merely varyin~ the melodies 

they also provide rhythmic patterns which can be applied to any 

series of chords. Bence, a student of Cbristensen could play a 

kind or ragtime far more interesting and closer to the style of 

40 
of classlc ra~time than could a student of Ha.rne7. Blesh and 

17 

40However, entire strains of so~e ra~time compositions con
alst of nothin~ but a "raggy" arpe~~iation of a typicalchord pro
~ession. See "The Cascades", measures 57-72, and '~aple Leaf Rag", 
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Janis say of Christensen that "as [;.J m~ss-production ragtime 

teacher he had no serious competitors. He simp1ified ragtime but 

41 never debased it." 

Of a11 the ragtime instructors to appear, The Schoo1 of 

'RaV-time - Six Exercts_~.ILf.C?z:Y..!..!nQ. by Scott Joplin 1s the most 

42 important. Ppb1ished by John Stark in 1908, this short treatise 

remains the definitive work by the foremost ragtime composer and 

pianiste Gilbert Chase points out that 

this is not a beginner's schoo1, but a set of "etudes", 
for the advanced student •••• This Lis aJ fundamenta1 
docum~nt of c1assic ragtime, consisting of the exer
clses and the composer's comments thereon. 43 

The fol1owing is a reproduction of Jop1in's treatise as 

printed by B1esh and Janis. Since they do not su~gest the contrary, 

1 assume that this 1s the entire treatise. 

measures 17-32. A sim11ar compositional method ls evident of many 
"c1assica111 coapositions in variation forme 

41 They Ail Plaved Ra~time, p. 140. 

42Ibid.t pp. 140-1~5. 

43A~erica'S Music, p? 442-443. 
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"What is scurrilously cal!ed ragtime is an invention 
that is here to stay. That is now concedcd by al! classes of 
musidans. That ail publications masquerading under the 
name of ragtime arc not the genuine article wi1J be better 
known when thcse exercises arc studied. That real rag
time of the highcr class is rather dlfficult to play is a 
painful truth which most pianists have: discovcrcd. Synco
pations are no indication of Jight or trashy music, and to 
shy bricks at 'hateful ragtime' no longer passes for musical 
culture. To assist amateur players in giving the 'Joplin 
Rags' ~at wcird and intoxicating effect intended by the 
composer is the objcct of this work." 

EXERCISE NO. 1 

"It is evident that, by giving each note its proper time 
-and by scrupulously observing the ties, 90u will get the 

effeet. So many are careless in these respects that we will 
specify each feâture. In this number, strike the first note' 

. and hold it through the time belonging to the second note. 
The upper staff is not syncopated, and is not to be played. 
The perpendicular dotted lines running from the synco
pated note bclow to the two notes above will show exaeùy 
its duration. Play slowly until you catch the swing, and 
never play ragtime "fast at any time. ~-, 

1 i ,---~--~I~ E ~ ~ 

EXERClSE NO. 2 

"This style is rather more difficult, especially for those 
who are'careless with the left hand, and prone to vamp. 
The first note should be given the fulliength of three six
teenths, and no morc. The second note is struck in its 
proper place and the third note is not struck but is joined 
with the second as though they were one note. This treat
ment is continued 10 the end of the exercÏ5e." 

19 
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EXERCISE NO. 3 
"This style is very effective when neatly played. If you 

have observed the object of the dotted !ines they willlead 
you to a proper rendering of this number and you will 
find it interesting." 

5'.- c:rcb '=-,.0 (Cr.:nl 'nDoJ 
ot>ot>f!.r-aç.<> <> 1. 

EXERCISE NO. 4-
"The fourth and fifth notes here form one tone, and aIso 

in the middle of the second measure and so to the er.d. 
You will observe that it is a syncopation only when the 
tied notes are on the same degree of the staff. SI urs indi
cate a legato movement." 

Stcv =11 ~ ((;volrJ 'n:4) 
A ~ ~-t> -"~-r-'" ~ ~ 

__ u ~ ~gget~r-,i=P·l 
~~-l /7"~ ___ l..i -W. ~ ~ 

li 

EXERCISE NO. 5 
"The first ragtime effect here is the second note, right 

band, but instead of a tie, it is an eighth note rather than 

two sixteenths with tie. In the last part of this rneasure, 
the tic is used bceausc the tone is carried across the bar. 
This is a pretty style and not as difficult as it seems on 
first trial." 

St_=-htcqo (CoarII~' 
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EXERClSE NO. 6 
"The instructions givcn, together with the dotted Iines, 

will enabl~ you to interpret this variety which has very 
pleasing effects. We wish to say here, that the 'JopIin rag
time' is destroyed by carclcss or imperfect rendering, and 
very often good players lose the effect entirely~ by playing 
too fast. They arc harmonized with the supposition that 
each note will be playcd as it is written, ac it takes this and 
also the proper time divisions to complete the sensè in
tçnded." 

510<1 mueh (=po (Cqu"t Thol 

ft 1--1111 1 1~ IJIUII JI 

21 
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As with Harney and Christensen, Joplin's main concern is 

rhythm. However, the sophistication of the rhythm and harmony in 

the se slight etudes approaches the aesthetic plane of Joplin's greatest 

compositions.~4 The student who, with the help of the explanatory 

ossia notation, could master these etudes was well on the way to 

being able to perform much of the classic ragti~e literature. Exer

cise No. 2, as Joplin points out, displays a rhythm "rather more 

difficu1t ••• for those who are ••• prone to vamp." Occasional1y 

as this examp1e proves, ragtime rhythm cou1d move beyond the typical 

"oom-pah~' of the-let't hand. It 1s .-th.j.s-veryrhythmic·f1gure 

( J. J, J ) which Gunther Schul1er finds traceab1e to African origins, 

indicating that Jop1in was able to incorporate sorne of the rhytb~ic 

45 characteristics of his mu~ica1 heritage into the ragtime style. 

Jop1in's advice quoted from exercise No. 1 is at the same 

time relevant to the Interpretation of ragtime and, more broad1y, 

to a11 styles of jazz. 

Play slow1y unti1 you catch the swing and never play 
ragtime fast at any time. 

Most jazz musicians tee1 that this "swing; whl1e undefinab1e 

and unteachab1e, is the Most important element of a pertormer's style. 

EVidently, Joplin thought that one could "catch" swing. For Many 

44 A critical and analytica1 discussion o! Jo;>1in' 6 ~reate6t 
rags May be !ound in the writin~s of Guy Waterman noted e1sewhere 
in this cbapter. 

45See Gunther Scbu1ler, Earlv Jazz: Its Roots and t~usical 
Deyelopment, New York: Oxford University Press, 1969, pp. 19, 22 
and 24. 



i 
r; 

.~. 

" 

t 
~: 
); 
!' 
~.' 

" 

2.3 

years after Joplin had made this statement, learning to improvise 

and learning to swing in particular, were"thought to be impossible. 

Statements such as "if you don't have it, you never will" were 

offered as simplistic answers by those often ~alented musiciens 

46 who were not able to reformulate their learning process •. 

Of the other ragtime instructors published in the early 

years of this century, that of Edward R. Winn (C. lSSO-C. 1950) 

vas the bulkiest, published as a series of instalments in the 

popular music magazine Cadenza. These articles, published from 

". -·--March, 19l5to October,19l6, appeared. un~er the title "Ragtime Piano 

Pl' . "47 aylng • Winn'smethod was thorough enough; however, by this 

time, classic ragtime had all but died out and Vinn failed to realize 

that ragtime as an art form was best realized by American Negro 

èomposers. 

It ie important to mention once again that ragtime wes 

regarded by its ~reatest exponents as a carefully composed music; 

thus, one would not expect to find in its instructional literature 

much 1n the vay.o! improvisational theories which further relate 

to jazz. However, this brief survey of the music May help one gain 

46Por more information on the process of learning to play 
jazz, see Earlv Jazz, pp. 3-62 and Gunther Schuller's introduction 
to Imnrovisin~ Jazz, pp. VI-X. 

47 Vinn's installments con~isted of a brie! suomary of the 
previous lesson folloved by the presentation of new material. 
In the lat est install~ents, the·a~ount of review material occupied 
almost as much spa ce as the nev material. 
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ins1ghts into how ragtime influenced jazz. 

As a piano music, ragtime found some continuance through 

the compositions of such ear1y jazz musicians as Je1ly Roll Morton 

(1885-1941) and James p. Johnson (1891-1955). An examination of 

this deve10pment appears in a 1ater chapter of this paper. 

As one of the predecessors of jazz, ragtime deserves mention 

ln this thesis. As an independent art, it deserves a more thorough 

investigation than it has thus far received. 
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II The Blues 

In contrast to ragtime, whose composers vere celebrated 

and vere musically literate individuals, the blues vas a folk music, 

created anonymously out of the life style of Negroes living in America 

at the turn of the century, and sung by itinerant andoften illiterate 

musicians from ~he rural southern states. Many of these blues musicians 

migrated to the industrial l{orth in the second decade of this century 

and, troubador-like, carried with them their songs, vhich often 

embodied stories of personal and social protest. l . The guitar, the 

usual instrument to accompany the singer, vas ~robably chosen because 

of its availability and portability. In addition to its ability 

to sound a melodic Une, the ~itar could provide a, rhythmic chordal 

background. Also, the performer could "bend" the notes by apply1ng 

s1dewards pressure to the strings, thus imitatinp, the inflections 

of the human voice. The piano was another popular instrument for 

accompanying the blues. The chief advantage of this instrument over 

the simple guitar vas its greater range and volume. However, it 1s 

limited in imitating the microtonal inflections of the human voice. 

To play "in the cracks·," early blues and jazz pian1sts learned to 

strike semitones in such a vay as to imitate the vocal effect. 

Both men and women enjoyed fame as blues singers. Hovever, 

many of the most famous early singers vere women. Bessie Smith 

1 
See Paul Oliver, The M~anin~ of the Blues, Collier Edition 

(Hew York, 1966). 
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(1898-1937), "the empress of the blues", wa~ probably the greatest 

2: 
of them aIl. Curiously, while many of the early blues singers 

accompanied themselves on the guitar or piano, it is rare to find 

a recording on which a woman takes part in the accompaniment. 

Since the blues is a vocal music, and since, as in most 

vocal settings, the text determines the form, the inter-relationship 

between words and music of the blues must be clearly understood. 

ln his studies, jazz historian and Chaucer scholar Marshall Stearns 

has noted that 

the unusual fact about Lthe form of the blues tex!7 
1s that it consists of three parts instead of two or 
four. This stanza form is quite rare in English liter
ature and may have originated with the American Negro. 
Like the ballad stanza, it furnishes a ~ood 'vehicle for 
a narrative of any length. At the same time, it is more 
draoatic: the first two lines set the stage clear3y by 
repetition and the third line delivers the punch. 

The following example, sung by Victoria Spi vey in 1929 dem-

4 onstrates the typical blues forme 

(record 
draving 

2 

Vell 1 broke out of my cell vhen 
the jailer turned his back, 

Vell 1 broke out of oy cell vhen 
the jailer turned his back, 

But nov l'm 50 sorry, bloodhounds 
i s on my traèk. 

See Paul Oliver, ;B~e~ss~i~e~S~m~i~t~h (London, 1959). Columbia 
No. CL-955/8) has issued a four volume set of recordin~s, 
froQ their catalog which covers her entire recorded output. 

'Marshall Stearns, The Storv of Jazz, 'rd edition (New York, 
1959), p. 79. 

4ThiS examp1e has been included in the tape recordin~ which 
accompanies this thes1s. 
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The repetition of the first line was more of a practical 

innovation than a dramatic device as proposed by Stearns. Since 

blues lyrics were often improvised, the repetition allowed the singer 

more time to formulate an appropriate conclusion to the initial 

statement. 

Although in sorne so-called "primitive" blues each line would 

be sung to almost any number of measures and beats, a standard practice 

of singing each line to a four measure phrase soon evolved. Each 

. line usually took up only the first nine beats of each four measure 

phrase. The remaining seven beats were reserved for the accompaniment 

during which an instrumental response was imnrovised. 

Rather than devoting space to a sociological study of the 

blues, or becoming concerned with those musicians who were best known 

for their contributions in this idiOll,5 1 feel that it would ba 

more valuable to examine in detail those musical elemcnts of the 

blues which were absorbed by jazz musicians. 

To a musician, the term blues specifically designates a 

twelve measure "chorus" containing or implying a certain succession 

of tonie, subdominant and dominant chords. Graphically, this May 

be represented as: 

5Among the most important studies of the blues trom thisvantage 
point. are: Paul Oliver, The Meaning of the Blues; Le Roi Jones, 
Blues People (New York, 1963); Charles Keil, Urban Blues (Chica~o, 
1966 ). 
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Measure numller 

Ex. 6. Basic harmonie progression of the blues. 

1 2 345 6 7 8 9. 10 11 12 

~7îts of 111111111111111111 III 111/11111 1111 1111 1111111111 

Function I ___________ ~---IV------I-------V-------I-------

28 

One need not for the moment consider variants in the chord 

pattern, but only keep in mind that, except for the personal decisions 

of each individual musician, the term blues in no vay dictates such 

musical parameters as key, tempo, mood or melodic materials. 

One of th~ most significant of early publications on the 

6 blues is W.C. Handy's Blues: An AntholoEY. Handy (1973-1958) was 

a band leader, publisher and composer vho took on the ti tle "Father 

of the Blues" as his ovn. 7 As a band leader, he contributed litt1e 

8 
to the deve10pment of blues and jazz. As a pub1isher, he vas 

one of the first Regroes to "cash in" on the popular sheet music· 

market. As a composer, his in1!:1orta1 "Saint Louis Blues" (1914)' 

has since been used by jazz musicians of every generation. 9 While 

6 Pirst pUb1ished in Rew York in 1926 by A. and C. Boni. 

7In 1941 Handy vrote an autobio~raphy titled Pather of the 
Blues, pub1ished in New York by Macmillan. 

BHandy made a number of recordings. Hovever, none of these 
have since been reissued. See Brian Hust, Jazz Records A-Z: 1997-19~1, 
2nd edltion (Middlesex, Enp.land, 1962), pp. 268-70. 

90ne of the oost recent (C. 1969) recordin~s of "St. Louis 
Blues" i8 that by the Thad JoneslMel Levis Jazz Orchestra. Monday 
Jl?ht, Solid State (record No. $~19048). 
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on the subject of Handy's compositions, it is interesting to note, 

as Gunther Schuller has nentioned, that Many of Handy's tunes employ 

the multi-thematic structure characteristic of ragtime. 10 In fact, 

Handy' s first published blues "11emphis Blues" (1912), was subti tled 

nA Southern Rag."ll 

The first portion of Handy's anthology contains a remarkable 

essay on the blues and a brier note on each of the songs in the 

collection, by Abbe Hiles. The body of the anthology then, consists 

of fifty-one compositions illustrating a cross section of the blues 

trom such "gospel" selections as "Trains a Comin "' ("traditional 

Negro ~Piritual) to John Alden Carpenter's ballet, Krazy Kat (1922) 

and George Gershwin's Concerto in F (1926). 

However, it is Hiles' essay, remarkable for its thorou~hness 

and sympathy, which proves Most helpful in determining how the blues 

vere understood in those days. In its day, this essay 

must have been an eye-opener to the people fed on the 
Paul Whiteman -- King-of-Jazz pape Even today, Abbe 
Nlles'study is still cram~ed full of interesting infor
mation and data for the jazz historian and the jazz 
musicologist. l2 

lOIn EarlY Jazz (New York, 1968), p. 65, Schuller notes 
that in an interview with Leonard Feather, "Nothing ls said by Randy 
to prove that either he or the musicians he knew vere 'jazz' mu~icians. 
Indeed, the vords 'novelty' and 'minstre1' figure more proninently 
and are used nore consistent1y than the word 'jazz'." 

11 This subtitle appears on the title pap,e of "Memphis Blues", 
and 16 inc1uded in Appendix l. 

12 
Ra1nh de Toledano, editor, Frontiers of Jazz, 2nd edi~ion 

(New York, 1962), p. 32 •. 



In his essay, Niles first gives a brief aeeount of the origin 

of the blues and di8eusses the content and meaning of the lyrics. 

Of greater importance t.o this "!)aper, is the second half of his study 

whieh defines and analyzes the musical elements of the blues. l ; 

It 18 curiou5, that while Niles states·that the twelve 

measure chorus is characteristie of the blues, no partieular mention 

i5 made of its harmonie structure. Evidently, su ch information 

was either obvious or the musieians of that time were more concerned 

w1th variation and embellishment of the melodie line than with 

improvising over harmonie progressions. Since most early jazz 

improvisations rely on melodie variations, the latter case 5eems 

most likely •. 

Niles is "!)robably the first theorist to comment on the "blue 

notes" -- specifically, the flattened seventh degree and the major/ 

minor ambiguity of the "tonie third.,,14 When diseussing the blues 

melody, he cites the frequent use of the pentaton1c scale and how 

the frequent return to the key note gave an almost 
bypnotic effect, and the only equally favored note 
was the to.nie third; a faet of tirst importance to 
the blues beeause of a tendency of the.untrained 
legro voice when singing the latter tone at an 
important point, to "worry" H, slurring or waverin~ 
between fIat and natural ••• thus, the melody, if 

l;liles essay on the blues has been reprinted in de Toledano, 
Frontiers of Jazz, pp. ;2-57. AlI references will apply to the 
reprinted essaye 

14The te~ tonie third, favored by Hiles, has been adopted 
to 1nd1cate a Key tone to avoid confueion with a chord tone. 
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sung unaeeompanied, might seem difficult to elassify 
as either major or minor. l5 

Thus, both aeeording to Hiles, and in aceordanee with the 

praetiee of those early blues singers which were reeorded, a new 

melo-harmonie idiom came into aeeepted use -- a superimposition 

of the flattened tonie third over each of the three basic triads. 

Or, as Abbe Hile~ puts it: 

It Lthe flattended thiri7 might ~l~ divide a beat 
between itself and the major third, Z-2~ appear, more 
nearly as in the originals, as a graee note to the 
major, or ~3-f here and there entirely replace the 
major •. 16 

Sinee Hiles does not illustrate any of the foregoing situations, 

I have attempted to elarify these points in the following musical example. 

Ex. 7. Typieal usage of blue notes. 

e. c... c.. c.' 

<te m \,Ûl1J Q \ gtfp tin W~(fi IliêJî ~ 1 

f F . '- c.. r 3.... t >""' 

& t!/l) Jü BJJ1!fU am Li fW ru m , 

15 de Toledano, ?rontiers of Jazz, p. 43. In faet, the blue 
note ls a alero-tone, actually being a sliehtly sharp, flattened tone. 

16 de Toledano, ?~ontieTs of Jazz, pp. 4t-45. 
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It is important to note that when the flattened third appears 

in the fifth measure of the blues, it changes the "color" of the 

subdominant harmony, but not its root function. The sound of a 

dominant seventh type chord on the fourth degree of the scale does 

not imply a modulation, but further strengthen~ the "subdominant

ness"l7 of that chord. The next musical example illustrates a 

typ1cal accompan1ment as it mi~ht have been played by a p1anist 

in the 1920s.. In th1s example, l have used a free mixture of 

inversions and vo1cing of chords to achieve smooth voice leadin~. 

Most other authors, in the1r examples of blues progressions, s1mply 

place the chords in root position with the tonie 1n the uppermost 

18 vo1ce - a practice which 1s not on1y unmusical, but mis1eading. 

17An avkvard term perhaps, but one vhich seems appropriate. 

18 Carl Gregor Herzog zu Hecklenburg and Valdemar Scheck, 
Die Theorie des Blues lm Hodern Jazz (Strasboure!Baden-Baden, 1963', 
pp. 73-77, have compared exemples of blues progressions as published 
by various authors of jazz books. In each case, the akkordschema 
shovs chords only in root position. 
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'·t ' , , Ex. 8. A sim~le blues piano accom~iment • 
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Some theorists might consider the Eb in m.5 of the blues 

as a misspelled ~, thus changing not only the name, but the 

function of that chord to an augmented sixth built on the secona 

19 degree of the scale. This reading becomes even more plausible 

when one realizes that the chord in m.6 is often replaced bY· a full 

~ 070 diminished seventh chord in fi~st inversion, that ie, a~ ii6 

(F~ D~ AC). However, if musical practice takes precedence over 

theory, one must accept the questionable note as being Eb. At least 

two points serve to support this view: (1) jazz musicians, when 

discussing harmonie constructions and when improvising, conceive 

this note as being Eb, and (2), the note is almost always used in 

conjunction vith its sealar neighbors D and F. If this were con

sidered Dt, its sealar neighbors would be C (or C~) and E. When 

striving for a "funky" blues effect, no jazz musician would want 

to place an E in conjunction with ~in measures rive and six. 

Even when the chord for measure six is built over F~, the 

note in question must still be considered as a flattened third, 

not because jazz musicians necessarily spell chords in their simplest 

tertian form, but because rarely in either an improvised solo or 

190tto Gombosi in particular has made this error. In his 
"Pedigree of the Blues" in Theodore M. Finney, Editor, Volume of 
Proceedin s of the HUBic Teachers National Association Fortieth 
Series Pittsburg, 1946), p. 385, he says that "while the minor 
seventh of the tonic transforms the tonie triad into a relative 
dominant and leads to the subdominant as relative tonie, the seventh 
of the subdominant has to be enharmonically changed into an au~ented 
sixth leading to the third of the subsequent tonic chord •• # the 
same conditions exist with regards to the seventh degree of the 
scale." 
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a written jazz "Iine" does that note move to an E in the following 

tonie chord. Rather, it most often resoives downward either by 

step or by skip to the tônic. The following musical example shouid 

help to clarify the above points. 

Er. 9. Usage" of a blue note over a~IV070 chord. 

r- Ir-
-'- J ~ 

~ 

---V ....... , - ____ 1 -
) f.N--

~ 

". 
j • • . 
, .. - , ~. • ... -r 

Still another variant for the fifth and/or sixth measure 

of the blues is the use of the minor subdominant. Sometimes, a 

major subdominant i8 followed by its minor forme Such a progression 

as this may be found in nineteenth century "classical" music. Yet 

in a typical jazz context, the Eb often appears over this F-mlnor 

triad, and since both Eb and Ab are derlved from the subdominant 

side of C, the "subdominantness" quality of this chord Is thereby 

lntensified • 



Ex,. 10. Usage of a blue 
1 ,-... 
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note over a 
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iv' chord. 
\ ,..... 

• 1 ~. 1 . 

--------------- - ,. --------------

Hovever, as shown in the n,ext example, a dtuation exists 

where a jazz musicien might use an E" over both the major and minor 

subdominant chords. Perhaps this use originated vith songwr1ters 

of the Tin Pan AIley type. 
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In 1938, jazz musicologist Winthrop Sargeant put forth his 

20 
theory of a "blues scale". While it seems logical to say that 

the creation of an interesting melodic l1ne over four measures of 

tonie harmony vould require a more extensive use of scales than 

vas the case in ragtime vith its relian~e on arpeggiated melodies, 

Most early jazz and bluës musicians avoided scales in their impro-

vised solos. Thus, a blues scale vas not conceptua1ized by jazz 

musicians during the 1920s and 1930s. Sargeant's scale (C D Eb 

~F G A Bb B~C) has since found its vay into the jazz musicians 

vocabulary and other theorists have since modified its construction 

1 d h h h i 1 f j i "t" 21 n accor ance vit tee ang ng st Y es 0 azz mprovlsa lon. 

The use of the tonie sixth degree vas another unusual 

characteristic of blues melodies. Winthrop Sargeant has discussed 

this and other elements of voiee leading very thoroughly in his 

book Jazz: Hot and Hybrid. 

The first degree of the Lblue~ scale occupies 
the position of a tonie, appearing as the final note 
ot the cadence and serving as a general center ot 
melodie movement. In the cadences it is almost never 
preeeded by the seventh degree, as i8 commonly the 
case in European melody. By tar the most common 
cadential approaehes are, trom above by vay of the 
blue third, and trom belov by vay of the s1xth degree. 
Very otten the second degree appears as a pass1ng note 
betveen the blue third and the tonie. It 1s interesting 

20See Jazz: A H1story (New York, 1964), pp. 147-172. 

21Por instance David Baker, Jazz Imorovisation (Chica~o, 
1969), p. 61, bui1ds a blues scale C D Bb ~p p.t G A Bb C. 
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to note that even where the underlying harmony of a 
cadence eonsists of the standard dominant-tonie chords 
of European usage, the "blues" instinct of the Negro 
musician will bring forth a blue third or sixth sirnul
taneously with the dominant seventh-chord as though 
they were perfeetly normal constituents of the dominant 
harmony~ Oecasionally the tonie will be found preceded 
by the fifth from below; sel dom by the fifth from above. 
The eotlmon cadential movement center"ing around the 
tonie may be indieated, then, as follows: 22 

~. 
Ex. 12. Cadential voiee leading aeeording ~o Sargeant. 

li Il 
" 

-~ 

Sargeant then classifies the remaining notes of his "blues 

Bcale" aeeording to their frequeney of resolution as shown in the 

following example. 

22 Sargeant, Jazz A Historv, p. 164. 

23 .!lU.!!., p. 164 •. 

II: 
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Ex.13. Resolution tendency of tones in ~ blues scale. 

Il 

Concerning the fourth degree of the scale, which does not 

appear in many of the precedingo examples, Sargeant notes thst it 

1s the least used tone of the entire sca1e. lrhe fourth 
degr~is entirely 1acking in a large number of hot 
solos. When it is round it usual1y has the humble 
place of an Incidental passing tone bet~een the third 
and fifth degrees, or as a chordic tone of a very 
important subdominant haraony.25 

Sargeant then illustrates the use of the fourth deF,ree as 

shown in the fo110wing example. 

Ex. 14 T,pica1 usage of the four th cœgree according to Sargeant. 

& 0 ( » ~a -ê 
1\ 0 0 0 

, 
0 Cl !lfo 0 ~ 0 Ci 

-e 

24 
Jazz: A Historv, Sargeant, p. 167. 

25 
166. lliS., p. 

26Ibid ., p. 166. 

26. 

0 Il 



The f1attened third has thus far been eonsidered on1y in 

conjunction with the IV chord. However, as shown in previous 

examp1es, it often appears over the tonie and dominant chords. 

When used with the dominant chord, the resu1t is an augmented tr1ad 

or, since four part chords are preva1en~· in jazz harmony, an aug-

mented seventh chord. 

In most instances, the jazz musician regards the Eb as a 

t1attened third rather than as a raised tonie secon·d. However, 

vhen using the f1attened third over the tonie triad, he is not eon-

sistent in defining its funetion. Sometimes he treats it as a true 

f1at third reso1ving to the tonie either by step or by skip; other 

times he treats it as a lover neighbor (D~) to the major third. 

In more reeent times, vhenever a jazz musician constructs a chord 

vith both qualities of thirds, he regards the fiat thlrd as an 

augmented ninth over.the bass, while employing the same tone as 

a fiat third when improving a melody over the chord. The follow1ng 

exemples should illustrate some of the situations discussed above. 
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Ex •. 15 .. Usage of the blue third over V7, tonie 
. and augmented-ninth chords. 

~~ ~,n 1 

(( , 
l- I 1 

y- v '1. +& ~~ 

) ~. 

) 
b ~l"} 

• l7 - - --& 

(: -:5[7 I.. 

The following ~eneralization in regard to such spelling 

. 

problems may prove helpful: in general practic8, chords are usually 

spelled in successive thirds except to avoid double flats or eharps, 

or in cases of the most obvious voiee leadings. 

Hiles, quoting from W.C. Handy, gives several examples of 

( rd th) cadences usine the blue notes b 3 ,b 7 over dominant and tonie 

harmonies. Beeause of their historieal interest, 1 have reprodueed 

them here. Each example may be read in the light of the foregoing 

27 comments and analyses. 

27 
Handy's examples are ~rinted in de Toledano, Frontiers 

of' Jazz, p. 46 • 
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Ex. 16. Typ1cal usage of blue notes according to:' 'il. C. Bandy • 
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As mentioned earlier, ehords of four different tones (eg. 

a 7th chord or a ehord with an added 6th ) were aeeepted by almost 

aIl jazz musicians as being the ehords of repose and not ehords of 

tension. 28 Final ehords with added major 6ths or minor 7thS were 

regarded as consonant and appear in many early jazz reeordings. 

A comparison of the harmonie rhythm of the blues to that 

of ragtime reveals some fundamental differences. 'I/hereas in ragtime 

ehords change as mueh as once per measure, the tonie ehord of the 

blues is often sustained for sixteen beats. As shown below, 

additional ehords were often interpolated between or sometimes 

~eplaced the fundamental chords of tbe plues. This was most likely 

done beeause the musicians of the time had difficulty in sustaininp, 

melodie interest over such a statie harmonie frame. 29 Another 

unique harmonie charaeteristie of the blues is its high percentap,e 

(as much as one third) or subdominant ehords. This harmonie idio-

syncracy may be a Negroid element whieh was Euppressed by ragtime 

30 composers in their attempt to 1mitate European "class1cal" music. 

28This concept has become so accepted that jazz theor1sts now 
teel they must use special s1g.ns to indicate triads. See John Mehegan, 
Jazz Imnrovisation Volume II Jazz Rh thm and the Imnrov1sed Line 

New York, 1962), p. 41. 

29Schuller in Early Jazz p. 130 (r.n.), notes that "there 1s a 
tascinating correlation between the qua11ty of jazz solos and the 
'feeding capacity' of the chord changes, espec1ally in earlier jazz. In 
any event, solutions for playing on little varied 'Changes' or in minor 
keys vere not developed consistently until the late thirties •••• " 

30Vhile it 1s true that ragt1me co~posers usually modulated 
to successive subdominant key areas, as shown in the previous chapter, 
they rarely touched on the subdominant as a temporary tonal level 
vithin a particular stra1n. 
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As mentioned above, there were several ways of varying the 

basic chord progression in the twelve bar blues. Examp1es of the 

7 most usual of these substitutions is the exchange of a IV' chord 

7 for the usua1 tonie in bar 2, and the substitution of IV in either 

bar 9 or 10 to reu1ace the dominant chord usua11y found at those . -

points. The fo~lowing chart shows some of the most popular variants 

to the blues used by musicians of the twenties. Incidenta1ly, it 

was not unti1 the improvisations of Charlie "Bird' Parker (1920-1955) 

and John "Dizzy" Gillespie (1911) in the middle 1940s that the blues 

pro~ession was to receive any further substantial modification. 31 

• 

31 Examples of variants for the blues pro~ress1on as practiced 
by musicians from C.1940 until today are given in Jerry Coker, Imuro
v1sin~ Jazz (Englewood C1iffs, Nev Jersey, 1964), p. 85, and David 
Baker, Jazz Imurovisation, pp. 91-92. 



Ex. 17. Variants of the blues progression aa prac~~~ 
by jazz musicians in the 1920s and 19305. 
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The blues differed from ragtime not only in its melodic 

configuration and harmonie rhythm, but in its rhythmic conception 

as weIl. While ragtime melodies move .in even eighth notes, or 

occasionally in dotted eighth and sixte~nth note figures, the blues 

melody what may be notated as ~ triple division of the 

beat: '32 

This more ca suaI rhythmic motion probably reflects the vocal, 

"folksy" origin of the blues as opposed to the more "learned" style 

of ragtime. In general, blues melodies are not as syncopated as 

those of ragtime. Very rarely does the figure ,FTI l appear in 

a blues melody. If a similar figure appear~i~a blues performance, 
~~ 'l''i' 

it would most likely ·have to be notated as J" U ~ J or l tJ ~ li 
The emergence of jazz from its ragtime and blues 

or1gins in many ways resembles the emergence of tonality in the 

last quart~r of these~enteenth century.3'3 In other words, a new 

style had slowly, and no doubt unconscious1y, evo1ved unti1 the 

tact existed, but without a name or a theory. 

32Rhythmic notation has posed many problems for transcribers 
ln aIl areas of music research. William Douglas, "Pive Contemporary 
Jazz Piano Solos", ·unpub1ished Masters thesis (Columbia, 1969), 
tntroductory note,has proposed that "a more accurate notation of 
steady eighth-note figures Lin a jazz performanc~, for instance, 
would be .«:J .r:J. 

~ \V 
3'3"The first great composer whose works seern to ref1ect a 

consistent tonal system was Archangelo Corelli (1653-1713)," Jan 
La Rue "Two Prob1e!lls in.Musical Analysis: The Cocputer Lends a Hand", 
ln Computers in Humanistic Research, ed. by Edmund A. Bowles (Enp.lewood 
CItffs, New Jersey, 1967), pp, 202-203. 
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III. Concents and Theories of Early Jazz 

The word jazz itself remains entangled in a web of etymological 

confusion. For instance, jazz is said to come trom Chas. (Charles), 

Jasbo (Jasbo Brown was an itinerant, and perhaps .legendary Negro 

musician) or trom an Afriean word which meant "to hurry up. ,,1. 

Musieally, jazz has its roots in the meter, harmonie rhythm 

• and melodie figurations of ragtime, flavored ~11th the "worried tones" 

(blue notes) and the relaxed rhythmie articulation of the blues. 

An interesting graphie representation of ragtime, blues and jazz 

2 
vas formulated by Norman and Tom Sargant~, in 1931. Their example, 

although it oversimplifies the issue, indieates the melodie - rhythmic 

relationship among eaeh of these musies. 

Ex. 18. Graphie representation of ragtime, blues and jazz. 

Ragtime A 1\ " " A A A " 

Blues 

Jazz 

Whi1e many writers c1alm New Orleans to be the birthp1aee 

of jazz, there i8 evidence that music of a similar nature developed 

1 See: Dom Cerul1i, Burt Kora11 and Mort Nasatir, editors, 
The Jazz Word (New York, 1960). 

2"Negro-A!:leriCan Music Or the Origin of Jazz" in Musical 
Umes Vol. LXXII (July-Sept., 1931), p. 847. 
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in other parts of the United States. By 1923, the time of the first 

significant recordings, however, jazz could be heard in major cities 

in the United States and Europe. Thus, the style of jazz by the 

late twenties .. ,as a synthesis of various regional influences. 

Before examining in detail examples of early jazz as it was 

played in various parts of the United States, a brief survey of the 

main "schools" extending beyond 1932, the chronological limits of 

this thesis, may hel~ to place the early styles in perspective. 

Many jazz .historians have devised charts or time lines to represent 

their various Interpretations of the d.eve.lopment of jazz. 1 have 
., 4 

included such charts by William H. Tallmadge, Andre HoèEdr and 

Joachim Berendt,5 to illustrate the oiten conflicting views on this 

matter. The following examples should be self-explanatory. 

'This chart is printed in Marshall Stearns, The Story of 
~, third edi tion (llev York, 1956), pp. 262-263. 

4Jazz : Its Evolution and Essence (Nev York, 1956), p. 24. 

5The Nev Jazz Book, American edition (Nev York, 1962), p.5. 
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-( Several conclusions may be drawn' from the charts' duplicated .... 
above'. Tallmadge- is basically concerned witro pre-jazz developments-

of African, European and Slave music and how they combined to form 

various styles of blues, jazz and popular mus:tc' in the United States. 

The' Ume Hnes at the sides of the chart are so cons~ructed as to give the 

reader on1y a vague notion of the actual dates of each style or school. 

The main fault vith Hodeir's chart is that his names of a~es 

(periods) are ambfguous, biased and uncom~on. For Hodeir, the" classic 

age" of jazz was the big band era (C.1935-C.1945); he had little 

respect for jazz before that time This may account for the slighty 

derogatory labtls as "primitive" and "old time." As shown oy his 

1ist of "leaders," Hodeir is conc-erned mriniy with Uegro jazz musicians, 

occasionally slighting important develotltllents by white musicians. 

The' chief fault with Berendt's chart 1'8 the ambiguity of 

Many meaningless arrows, esnecially those stemming from the blues 

11ne. Perhaps unintentionally, Berendt seems to have 1ndicated 

white developments i~ ja~z on the line at the far right, and the main 

deve10~ments of Negro musicians on the heavy center line. 

Of the three charts, l believe Berendt's chart to be the 

clearest and most explicite It is intresting to note each historian's 

conceDt of "classic jazz." For TaIlmadge it 15 the music of ear1y New 

Orleans jazz bands, for Hodeir, "swing music" of the 1930s and 194~s, 

and for Berendt, modern jS7.Z deve10pments 1n 1959. 

(' 
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While styles and schoo1s cannot be confined vithin rigid 

chronological limits, it appears that most nev concepts of jazz style 

and improvisation emerged in the middle of each de cade after 1920 

and then were absorbed and consolidated by the first haIt of the 

tolloving decade. 

One of the most recent classifications of jazz by school 

6 
and style is that by John l~ehegan. On the tollowing pages, 1 have 

outlined the principal characteristics of each of the main schools 

of early jazz, utilizing some of Mehegan's concepts. 

Jazz style from 1917 (the yea~ o~ the tirst "jass" recording) 

to 1932 is best approached through an exam1nation ot its more or 

less geoeraph1ca~ly determined styles. In the following paragraphs, 

1 bave attempted to isolate the most distinctive characteristics 

of each of the major styles. 

New Orleans 

Tbe Nev Orleans style extends from about the turn of the 

century to about 1924 vhen it ceased to have a great influence on 

10unger jazz music1ans. Since most recording coopanies had their 

main studios 1n such Northern locales as Chicago and New York, fev 

7 Rew Orleans musicians were recorded in .their bome town. The main 

6 Jazz Improvisation, Volume II, Jazz Rhythm and the Imorovised 
Line (New York, 1962), ~p. 21-25, 35-40. 

71n tact, the first recordings of New Orleans Dusicians w~re 
done in New York (C. 1917), then Chicago (C. 1923) and finally 1n 
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characteristics of this style are: 

Chicago 

Instrumentation - clarinet, two cornets (or trumpets), trombone, 
piano, banjo (or guitar), bass (tuba, bass 
sax, or string bass), drums. 
A definite function and range for each 
instrument. 

Improvisation - éontrapuntal collective improvisation which 
resulted in a rich texture of sound. 

Material - marches, ragtime tunes, the blues. 

Chicago became the mecca for migrating New Orleans musicians. 

The more hectic daily life of this great city may have accounted 

for: the evolution of a distinct Chicago style which flourished from 

C. 1924 until about 1931.8 Its characteristics, which distinguish 

it from the New Orleans Style are: 

Instrumentation - one trumpet handled all the chores ot 
leading the ensemble, trequent adoption 
of th~ saxophone (mostly in conjunction 
vith the clarineth extended range of all 
the instruments. 

Impro~isation - a more disciplined collective improvisation, 
greater frequency and length of solos -
these elements, also helped by improved 
recording techniques, resulted in a clearer 
overall sound. 

lew Orleans (c. 1924). See record notes by Frederic Ramsey and Frank 
Driggs for The Jazz Od1.2sey Vol~e l New Orleans, Columbia (record 
10. C31.30). 

Bsarly jazz in Chicago "reflected the hectic pace of the 
metropolis and, increasingly, the problems ot racial discriQination." 
Berendt, The New Jazz Book, p. 14. 
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popu1ar tunes, the blues, an emerging reper
toire of specifically jazz compositions, 
a tendency toward faster tempos. 

The New York Schoo1 represents still another variant of the 

many styles of ear1y jazz. While many authors do not recognize a 

distinct New York style, 1 believe there are very obvious character-

istics which resulted, perhaps, from the demands of a sophisticated 

and exacting public. The outstanding characteristics of this style 

(C. 1923 - C. 1932) are: 

Instrumentation - a complete emancipation of the saxophone 

Improvisation 

Materials 

The Territory Bands 

as an independent voice, utilization of 
further resources of instrumental technique, 
use of "symphonie" -instruments, introduction 
of guitar,Lsts and violinists as jazz,~oloists. 

the use of arrangements supplants collective 
improvisation, soloists become more aware 
of their musical surroundings. 

- increased use of popular tunes, 1ess use 
ot the blues, a distinct literature of written 
jazz compositions which exhibited an advanced 
harmonie and rhythmic idiome 

Recently, jazz scholars have published their research on the 

development ot jazz outside the main centers ot New Orleans, Chica~o 

and Nev York. Franklin S. Drig~s vas the tirst ot these scholars 

who, in his essay "Kansas City and the Southvest",9 brought attention 

9Published in Nat Hentorf and Albert McCarthy, Jazz, Evergreen 
edition (New York, 1961), pp. 189-230. 
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to the territory bands which travelled and worked on a circuit often 

encompassing several states. Only a few studies have subsequently 

been issued on this aspect of jazz. Since few recordings of terr1tory 

bands are available, it ls difficult to dlscern clear-cut character-

tstics for the music as was done for the other styles. However, it 

does seem that the bands which played in the Mid and Southwest developed 

a. regional style, more of which will be discussed in a later chapter. 

The remainder of this chapter will be concerned with a dis-

cussion of the various theoretical, analytica~ and critical writings 

which appeared during the beginnings o.f j.azz and also those of intcrest 

which have been recently published. On the whole, the earlier writings 

vere unscholarly and lacked perspective. However, 1 believe that 

tt 15 1nteresting to aee how jazz vas regarded by musicians and critics 

of the day. 

The earliest writings on jazz appeared in such metropolitan 

newspapers as the New York Times and in popular ~agazines like 

Literarv Digest, New Re~ublic and Ladies' Home Journal. These early 

10 essays vere often critical rather than analytical. Despite the 

fact that they were authored by such respected tren of the musical 

10 The folloving is a list of titles of articles vritten on 
jazz betveen 1921 and 1926. My source is Allan p. Merriam, A Biblio~ranhy 
of Jazz (Philadelphia, 1954). The numbe'r preceding each title refers 
to Merriam's numbering system. (15)"'Accursed Jazz' - An English 
Vievn, (47)"Ban on Jazz Sacrl1ege", (148) "Cornetist to ween Victoria 
P~lls Dead On Hearin~ Our Coney Island Jazz Bands", (138) "Does Jazz 
Cause Crime?", (1375) "Does Jazz Put The Sin in Syncopation?", (2174) 
"Unspeakable Jazz Must Go!n 
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vorld as Carl Engel, George Antheil, Virgil Thomson, Ernest Newmann 

and Aaron Copland. the results were often unipformati~ and misleading. ll -, . 
As Roger Pryor Dodge has pointed out in his essay, "Consider the 

12 
Critics", the main reason for the errors of these early critics 

vas that they failed to distinguish betveen real jazz and the popular 

music which poured out of Tin Pan AIley. Such comments from Ge~rge 

Antheil as "the works of Vincent Youmans are pure, clear, and extremely 

13 beautiful examples of jazz that is a pure music," or Virgil Thomson's 

comment that jazz "rhythm shakes but it won't flow. There is no 

climax. It never gets anywhere emoti~na~ly ••• ~t is exactly analogous 

14· 
to the hoochee-coochee," indicate that these men had never been 

able to overcome the prejudices common to whites at that time who 

believed that jazz vas inferior music associated vith the brothel.15 

11See Merriam, A BibliograDhy of Jazz for reterence to vritings 
by these authors. 

l2In Frederick Ramsey and Charles Edvard Smith, JaZ'Z Men (Ile." 
York, 1939), pp. 301-342. 

l3Quoted by DOdge, p. 309. Original source: George Antheil, 
"American Folk Music," a letter to the editor ot The Forum, Vol. LXXX 
(Dec., 1928), pp. 957-95e. Youmans composed popular operettas. 

l4Quoted by Dodge, p. 316. Original source: Virgil Thomson, 
"Jazz" in American Mercury, Vol. II (Aug., 1924), pp. 465-467. 

l5"Nev Orleans vas ••• a city vith a heavy share of vhat is 
known as 'vice'. In 1897, this activity vas confined by lav to a 
mere thirty-eight blocks in the French Quarter, in vhich prostitution, 
though not exactly legal, vas openly tolerated. This vas Storyville, 
knovn also as Tbe District. Here flourished the brothe1s - and the 
gambling joints, saloons, dives and cabarets that clustered around 
them. It vas here that the nevly emerging music flouri~hed, too, 
turnishing a keynote for all this high and lov lire." Orrin Kee~~evs 
and Bill Grauer, A Pictorial History of Jazz (Nev York, 1955), p. 3. 
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In Europe however, a much more understanding climate existed 

than that in the United States. One of the most comprehending and 

sympathetic articles on jazz vas that written by the Swiss conductor 

Ernst Ansermet in 1919. Ansermet's essay was occasioned by a per-

formance in London of Will Harion Cook~ (1869-1944) Southern Synco-

pated Orchestra. Since few Negro jazz musicians were recorded before 
. 

1920, Ansermet's enlightened comments offer many insights into the 

jazz of that time. For instance, he notes that 

they play generally without notes, and even when they 
have some, it only serves to indicate the general line, 
for there are very few numbers 1 have heard them exccute 
twice with exactly the same effects •••• I have noti~d, 
for example, that in their melodies the A sharp and 
the B flat, the E and the E flat are not the sounds of 
our scale ••• here, Lthe Negr~ uses a succession of 
seventh chords, and ambiguous major-minors with a deftness 
wh1ch many European musicians should envy.16 

In Germany during the 1920s, a great deal of attention was 

given to jazz. Not only were essays of an analytica1 nature written, 

but in the mid 1920s,a Jazz-Akademie was estab1ished in Frankfurt 

17 where, supposedly, one could learn to play jazz.. In the early 

18 1930s, a jazz conservatory was opened 1n Prague.. Whether either 

16 "Bechet and Jazz VisU Europe, 1919" in Ralph de Toledano, 
Frontiers of Jazz, 2nd edition (New York, 1962). This article, trans
lated by Valter Schaap, vas tirst printed in 1919 in the Revue Romande. 

17pau1 Schwers, "Die Prankfurter Jazz-Akademie imSpiegel 
der Krltlk" in Allgemeine Musikzeitung, Vol. LIV (Dec. 2, 1927), 
pp. 1246-1248. 

18 Anon. "Jazz Conservatory for Prague", in !lew York Times, 
Nfov • 22, 1931, III, 3:5. Gunther Schuller notes that "Hatyas Seiber 
LHun~rian composer and musicologiS!? ••• was as far as is known, 
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of these institutions was' successful in their methods is not known. 

The fact remains that jazz was recognized as a legitimate area of 

study in Europe, whereas only recently has this come to be true in 

the United States.19 While Europe has not yet produced many important 

jazz musicians"her contribution to jazz scholarship is both thorough 

and valuab1e. 

The first attempts to approach jazz pedagogically in the 

United States occur, curiously enough, in some method books for 

trombone. In 1919, two such books appeared; the y are Henry Filmore's 

20' ---Jazz Trombonist for Sl1de Trombone, and Mayhew Lester Lak~' s !h! 
21- , 

Wizzard Trombone Jazzer. The following year Fortunato Sordillo, 

first trombonist with the Boston Symphony Orchestra, published his 

22 
Art of Jazzing for the Trombone. Of these three publicati~ns, 

1 was able to examine only that of Sordillo, who merely equated jazz 

'with glissando - a feature with which slide trombonists undoubted1y 

impressed both the pUblic and music critics of the day. Thus, 

Sordi110's book has litt1e to offer in terms of ear1y concepts of jazz. 

the first composer to give a course on the nature of jazz - no/not 
in America, but in 1931 in Frankfurt, Germany!'!. "Jazz and Classica1 
Music", in The Ençyclonedia of Jazz lHew York, 1960), p. 499. 

19Among the more renowned institutions of higher learning 
vhich offer intensive study in the area of jazz are: Berkely Colle~e 
of Music in Boston, The New England Conservatory of Music, Indiana 
University, North Texas State University and The University of Utah. 

20Cincinnati: Filmore Music House. 

2~ew York: Carl Fischer. 

22Boston: O. Ditson and Co. 
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In 1924, John L. Herman published his Improvisin~ for Trumuet, 

Saxouhone, Trombone, Piano. Violine Banjo. etc. 23 While this method 

book may be important historically, its s~ight size, fourteen pages, 

precludes thoroughness. Samuel T. Daley's Sure System of Improvising 

24 for All Lead Instrument~ a1so written in 1924 May be of greater 

value since it numbers 142 pages. However, the latter publication 

was unfortunate1y unavailable to me during the prep~ration of this 

thesis. 

Among subsequent attempts to examine the musical content 

of jazz numbers iS an article "The Anatomy of Jazz" by Don Knowlton, 

which appeared in Harper's Magazine in April, 1926. Although Knowlton 

was primarily interested in such non-jazz musicians as Irving Berlin, 

Zez Confrey and other New York tunesmiths, he does contribute some 

25 va1id remarks regarding jazz theory. 

Know1ton's understanding of jazz harmony was deficient, or 

at 1east vague1y expressed, as the fo11owing quotation shows. 

Jazz harmonies are amazingly standardized. Popu1ar 
Bongs (in the chorus, which ls a11 that counts) never 
change key. They use al1 thlrteen chords or less (with 
variations in some of them, such as lowering a major 
third to a minor, ~r) adding that note one tone below 
the basic note of the chord, which gives direction to 
the progression). Some songs are built upon tbree 

23St • Louis: published by the author. 

24 Akron, Ohio: publlshed by tbe author. 

25This despite Knowlton's remark that jazz "bears the s~e 
relationship to music as does the liœerick to poetry." p. 518. 
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chords •••• Many are based _ upon four. l know of very 
few indee~~,which use all thirteen. Most employ six 
or seven. 

While his reference to the "thirteen chords", in the above 

passage 1s vague, Knowlton's comments on jazz rhythm are more precise. 

He states that rhythmically, 

the real jazz tune goes Bm-pa - te~ -dle, Ym - pa-!!! - dle 
to each measure -- four dotted eighths on the accented 
syllables, and four sixteenths on the alternate syllables, 
to a basic one, tvo: three, rour. 27 

The follow1ng example illustrates this concept. 

Ex. 20 •. Knowl ton' &' concept of jazz rhythm. 

&c rU Ll r i F' l 1\ 
.!!!!!..-pa-~-dle , 

Hovever, several flavs appear in Knowlton's formulation of 

the um-pa-tee-dle concept, particularly in regard to his placement 

of the accent. One of the foremost characteristics ot jazz rhythm 

ls the stresslng of off-beats, occurring not only at the lover archl-

tecbtonic rhythmic level of the basic meter {as 1 ~ 3 !J, but also, 

26 
Knovlton, "The Anatomy of Jazz", p. 580. 

27Ibid., p. 580. 
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at the eighth note level of the melodic line (as l ~ 3 ! 5 ~ 7 ~). 

Knowlton's onomatopoeic expression portrays this to some extent sinee 

"pa" ls definitely a more explosive syllable than "um." With the 

"tee-dIe;' the accent change ls not quite so obvious. "Tee" is more 

explosive than "dIe." However, "dIe" seems to ·get more weight simply 

because it is in the sam-e relative position as "'pa." l'hus, Knowlton' s 

expression of jazz rhythm should be changed to um-~-tee-~. In 

referring to his written examples, Knowlton applies the um-pa-tee-dle 

to a dotted eighth and sixteenth note rhythm. Here, he has @rred in 

the rhythmic representation of his own syllabic model! As shown in 

the previous chapter, a line of eighth notes as played by a blues 

or jazz musician can be almost accurately notated as triplet divisions 

of the basic pulse. Had Knowlton notated this rhythm as he seems 

to have felt it, the result would probably have appeared as follows: 

Ex •. 21. Revision of Knowlton' s rhythmic concept. 

This corrected representation of Knovlton's Interpretation 

or jazz rhythm agrees exactIy vith what Gunther Schuller calls the 
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28 "democratization" of rhythmic values. Had Knowlton spent time 

investigating and analyzing real jazz instead of pale imitations, 

he might have saved future jazz theorists from perpetuating his 

errors of judgement. 29 

Another rhythmic concept put forth by Knowlton is that of 

the primary and secondary rag, a concept which actually originated 

with an unldentlfied Negro guitarist who related his theory to Knowlton. 

Basically, thé primary rag ls a syncopated line such as ~ l r J, whlle 

the secondary rag is a superlmposi tion or regrouping of a' ternary 

pattern over the basic duple pulse. Knowlton represented this as: 

Er. 22. Knowlton's representation of the secondary rag concept. 

Se~~ndary Rag 

Basic Pulse 

123123123123123 

1 2 4 1 2 4 

28 "Syncopation is the MoSt direct way a musician has of 
emphasizing weak beats, other than outright accentuation. By trans
forming his natural gift for against-the-beat accentuation into 
syncopation, the Negro vas able to accomplish three things: he re
confirmed the supremacy of rhythm in the hierarchy of musical elements; 
he round a way of retaining the equality or 'democratizatlon' of 
rhythmic impulses; and by combining these two features with his need 
to conceive aIl rhythms as 'rhythmicized melodles 1 , he maintained 
a basic, internally self-prope11ing continuum in his music." Schuller, 
Earl! Jazz, p. 16. 

29Curt Sachs ln his Rhythm and Tempo (New York, 1953) has 
incorporated'Knowlton's concept of prlmary and secondary rag.discussed below. 
Copland also perpetuated some of Knowlton's error~as shown later 
in the texte 
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One of the first book-1ength studles of jazz to appear in 

the United States was Henry Osgood's So This Is Jazz,. pub1ished in 

50 1926. Osgood thoughthis book vas the first on jazz published 

anywhere. Evident1y,.he was completely unavare of Jazz und Shimmy 

(1921), by Franz Koebner,5l: Das Jazzbuch (1925) bY Alfred Baresel,52 

or even Alfred Frankenstein'g Syncopating Saxophones, which vas pub-

lished in Chicago in 1925. 

According to his references, Osgood seems to have studied 

much of the periodical 1iterature on jazz published in the United 

--States prior to 1926. In retrospect, his book may be considered a 

summation of those writings. In So This ls Jazz, Osgood discusses 

the following aspects of jazz - the origin of the word, "Sperichils" 

Li.e. Epiritual~, the blues, the jazz orchestra and orchestration. 

Osgood devotes the final chapters of his book to those musicians 

vhom he eonsidered foremost i~ jazz - Paul Whiteman, Ferde Grofe, 

George Gershwin and Irving Berlin. 

Untortunately,as vith Knowlton, Osgood either vas not inter-

ested in Negro jazz or, as 1 suspect, he vas simply not aware ot 

the Negro!s accomp1ishments. Osgood's social status prevented him 

trom "crossing the tracks" to vhere the real jazz eould be heard. 

Vhile he does not mention the element ot improvisation, 

Osgood does diseuss jazz orchestration in an interesting and sometimes 

5~oston: Little and Brown. 

'~erlin: Eysler. 

52 Leipzig: Zimmermann. 
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en1ightening way, aided by many wel1 chosen musical examp1es. 

For the student of the music of Paul Whiteman or George 

Gershwin, Osgood's book is a va1uable source of information. As 

the first extended American study of jazz, it is "a triumphant and 

fascinating fai1ure."" 

Most ear1y writers on jazz misunderstood its true nature, 

and confused it with the popular music of the day. The highly 

esteemed composer Aaron Copland was no exception. In 1921, he too 

decided to try his hand at analyzing jazz. In his article "Jazz 

S.tructure and· Influence, ,,'34 Copland st.umb1ed into -the same pit of 

misunderstanding as did his predecessors Know1ton and Osgood. Cop1and's 

essay on jazz theory concentrated on a re-explanation of the "primary 

rag" concept first put forth by Know1ton. 

According to Copland, jazz syncopation cou1d be thought of 

in terms of ~ divisive meter.'35 Thus, a typical jazz rhythm such as 

1,/4 J J ]) r J J ! . ~ . 
'3+5/8' ,rn i J Pin 

, cou1d be re-notated according to Copland as 

As Roger Pryor Dodge has pointed out,'36 • 

'33whitney Balliet as quoted by Leroy Ostransky, The Anatoox 
of Jazz (Seattle, Washington, 1960), p. 14. 

'34Modern Music, Volume IV (Jan.-Feb., 1921), pp. 9-14. 

'35Schu11er in Earl! Jazz, descrlbes "divisive meter" as~ 
concept of musical meter in which larger units are broken up into 
sma1l ones, as a 4/4 measure divided into sixteen sixteenths" (p. '317). 
In "additive meter ••• large units are bui1t by addin~ together various 
groupings of the smallest rhythmic unit in a given context." (p. '37'3). 

'36nConsider the Critics", in Jazzmen, p. 2'37. 
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Copland had misinterpreted a comment by Knowlton that publishers 

often left out polyrhythmic effects in editions of printed sheet 

music. i/hat Knowlton had meant was-.th&t Dub1-i~her.$ oft .. l?~ .de"leted l'plyrhythms f ' 

37 or simplified complex scores which were submitted by Negro composers. 

Copland took this omission to mean that "jazz rhythm is in reality 

much subtler than in ita printed form ••• ~hen7 properly expressed 

ft contains no syncopation.,,38 

Viewed in perspective, Copland's article contributed nothing 

••• 

to the understanding of jazz. His essay was merely a token gesture -

-it was fashionable -to "write about jazz "whether one understood H, 

liked it, heard it, or note 

Few of the jazz critics thus far discussed seem to have been 

able to penetrate beyond the superficial popular music of the twenties 

and discover the essential element of jaz~ improvisation. Recalling 

" Abbe Niles39 and his essay on the blues, one discovers that here 

37110ne day while seeking some examples of rag-time at an 
American publisher's 1 found one which 1 rejected because of its 
dullness and lack of character. Slightly hesitant, the publisher 
offered me another which he designated as the model of the first; 
it was a remarkable thing whose accent and force of beauty seized 
me at once, but which his clientele would not have, declaring it 
too trying. The publisher had then made the sugary replica which 
he had shown me at "first, and had withdrawn the original fro!:! cir
culation. ft Ernst Ansermet, "Bechet and Jazz Visi t Europe, 1919", 
in de Toledano, Frontiers of Jazz, p. 116, f.n. 

'~'Jazz Structure and Influence", Modern Music, p. 11. 

'9nEdward Abbe Hlles L;aA7 a Wall Street lawyer who makes his 
hobby the study of Amerlcan folk and popular muslc ••• : W. C. Handy, 
Father of the Blues, Collier edltion (Hew York, 1970), p. 217. 
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was a critic capable of sensitive observation. In a footnote, Niles 

remarks that 

ft i8 interesting to note from his programs that Whiteman 
cleaves to-day to the same system; his orchestra is 
"admitted the equal in discipline of any symphony 
organization." Handy's own theory is that the essence 
of jazz is spontaneous deviation from the score. 40 

Whfle Handy was Dot a jazz musician in t?e accepted sense 

of the word, he recognized that improvisation is indeed "the essence 

of jazz." 

Using two spirituals as examples, Hiles shows how a melodic 

1ine might be embelli shed. In these examp1es, he refers to a church 

service during which 

each singer would start off on a' li ttle vocal journey 
of his or her own, wandering up, down or around in 
strange pentatonic figures, but coming back at the 
anpointed instant to commen ground,- the next note of 
.the melody proper. 4l 

The fo1lowing examples represent Hiles' attempt to notate 

42 one voice of Many as it might be sung within a church congregation. 

As will be further discussed in the following chapter, collective 

improvisation, ~ distinctive component of early jazz, was a1so 

401l11es, "The Blues" in de Toledano, Frontiers of Jazz, p.49,f.n. 

41de Toledano, Frontiers of Jazz, p. 48. 

42Recorded examp1es of a church congregation 1ed by Rev. J. 
M.Gatesmay be heard on Riverside (record Ilo. RLP 12-112) and F01kways 
(record 110. FJ 2801) where there is one track each. There is not 
much singing on either of these examp1es, but when there is, the 
effect is s1m11ar to that which lli1es describes. An eXBlllple of this 
1s inc1uded in the tape which accompanies this thesis. 
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characteristic of the Negro's religious music - thus balancing the 

vulgar elements of which presence man y historians have been quick 

43 to point out. 

Ex. 23. Embellishment on hymn tunes. 

4 

As sung t:\ Arr. by W.C.Handy . . 1:' _ /7'\. ':' f.\ ., ..... 1 . ...,.... ~ ~ Jt 

. 
............ ~ . ~- '----- -.., 'e:v 1 .J -

Om Jor- dan's storm - y banks 1 stand. . 
~ As written 

... ~ • 

- , , - -

~ .. • t;\ • A~ sung 
1 .-~ 

, r , 1 1 ~ ~ • 

, --. ~ .. ~ - . '-" -
1 Come 'we that love the Lord 

A~ written .....--
1..1. - , . 

Concerning improvisation, Niles further notes that 

with the first performances by a capable Negro orchestra 
of "Kr. Crump" Z"Hemphis Blues:jT, someth1ng nev and 
unheard of took place; at a certain point in the third 

• 
43RecentlY, jazz composers such as Duke Ellington (1899), 

Paul Horn (1930), Don Ellis (1934) and Dave Brubeck (1920) have written 
religious music 1n the jazz idiome A full length book on th1s subject 
has been published. See: Rochus Hagen, Jazz in der Kirche? (Stuttgart, 
1969), 149 pp. 
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and final air, one musician vent wilde He deviated 
from his score and put in some licks of his own account; 
he licentiously patted his feet ••• and when encores 
came, one musician and another would put in his call 
before the fascinating "break," to fill i t if he could, 
more ingeniously than his colleagues. ,,44' 

This "break" is what Hiles and Handy refer to as "the jazz." Tech-

nically, a break is an unaccompanied improvisation, sometimes four, 

but usually two measures in length, which often replaces the tonie 

chord in either the middle or the end of a tune. A break differs from 

a cadenza in that it is much shorter, the rhythmic pulse continues 

1n tempo, and the_improvisation takes place at a point of repose 
6 . 

(on the tonie) rather than during a period of tension (14'>, as in a 

classical cadenza. One of the most often quoted breaks in early 

jazz commentary is: Ex'.' 24. Jazz break from"Memphis Blues." 

~ > 
b f:: 4 .. ~ ~J.~ J.. /?t-il' C flUi id l r \, 'Ma Br d 

This break comes from the "latter part of 'Memphis Blues," 

vhich vas liirsy played by Paul Wyer, violinist in Handy's Memphis 

Band three years before publication of the song.n45 After its tirst 

repetition, this break ceased to be a product of improvisation and 

became instead a "stock-1n-trade" cliche for later generations of 

jazz musicians. 

44 de Toledano, Frontiers of Jazz, p. 49. 

45 Ibid., p. 42., 

Il 
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Except for Abbe Hiles, most jazz critics of the twenties 

did not recognize the importance of improvisation as an element of 

46 the jazz idiome Also, at that time, none of the critics were able 

to discern the various regional styles of jazz which were developing -

only later day critics with their advantage of nistorical perspective 

were able to do this. H~wever, certain deductions may be made from 

what those theorists did say and how their conclusions relate to 

other writings. 

Most of the early commentators, like the ragtime instructors, 

centered their discussions around the subject of rhythm. However, 

their observations were generally superficial, or completely in error. 

The subject of jazz harmony, blue notes and other technical matters 

vere usually slighted as vas any discussion of improvisation. Hiles' 

comments on improvisation howcver, can be substantiated with con-

temporaneous sources. 
. 

The earliest jazz musicians highly regarded the melody of 

the tune they vere playing, but often subjected it to variations 

or embellishments. The following excerpt from Jazz : Hew Orleans 

1885-1963 by Samuel Charters, parallels Niles' example of melodic 
. 47 

variation in a Spiritual. . 

46 Some sources like the t~ombone methods mentioned earlier, 
_or.similar publications like Frank Siegris~,.Trumnet Playinp, un to 
~ (Nev York, C. 1926), or Arthur Lange, Arran~inz for the Modern 
Dance Orchestra (New York, 1926) ~ght contain oateria1 on improvisation. 
However, the genera1 unavailability of publications such as this 
hampers research in this area. 

47Revised edition (New York, 1963). The following exaople 
appears on pages l07a-107b. 
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There has been a valuable research discovery in 
recent years which clarifies many of the stylistic 
characteristics of this period of New Orleans music. 
In 1952 Harry Smith, edit or of the Folkways series, 
Antholoav of American Folk Husie, published in the 
booklet of notes with the series an almost unbelievable 
document he had obtained from the veteran New Orleans 
trumpet player, Louis Dumaine, on a.trip Smith had made 
to New Orleans. It is a manuscript notation of the 
tune Careless Love, first "the old way", then "this is 
how they play Careless Love now." In the upper right 
band corner is a note, in Dumaine's flowering handwriting, 
"Year _ 1920". Dumaine played with Chris Kelly for aIl 
of Chris's larger jobs, and Careless Love was Christs 
trademark; so this must be very close to an exact notation 
of Chris's style. It i5 intere5ting to compare the 
two melodie lines. 

"~he Old Way" Louis Dumaine 

1,,\· i \1 i ) l,ID. J l \ J ~ 1 

Cd , J. 
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This is a simple, strong melodic line, the only rhythmic 
irregularity in the anticipation"of the dominant in 
measure 6, and the anticipation of the sub-dominant in 
measure 11 

"This i5 how they play 
Carele5s Love now." 

, \ 1 rfjJ U: J , 

'Louis Dumaine 

9 .. \ ). 1 \ @9 J If! ! \ Y' ,Ii i ~ ~~ ID 

The melodic line has become more flexible, and the rhythmic 
sense more involved. The second measure has the sound 
ot a rhythmic 3 a~ainst 2, and in each case the harmonie 
changes are rhythmically anticipated. 

In the differences between the two examples can be 
se en much of the emerging stylistic characteristics that 
marked the developing jazz of the '20'S, as brilliant 
lnstrumentalists like Chris developed a melodic l1ne that 
vas closer to the vocal line or much Negro singing. (S~e 
as footnote (7). 
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That the melody was of primary importance to an early jazz 

musician is still further confirmed by examining arrangements published 

during the 1920s.. Occasionally arrangements of jazz tunes, or pop 

tunes arranged by jazz musicians were published by Tin Pan Alley 

firms. Fortunately, l have been able tô obtain a few of these. l 
. 

believe that the arrangers were following common practice when they 

indicated a solo passage in the arrangement. The following example, 

taken from an arrange:nent by Tiny Parkam of "Wailin' Blues" (C. 1929),49 

shows that the only information given to the sololst was the melody. 

No indication of the underlying chord progression a?pears on the 

soloist's part, as was commonly done in later arrangement s. 

Ex. 25. Trombone solo trom I~ailin' Blues. n 

1. 

Finally, the following testimony of jazz clarinetist William 

"Buster" Bailey (1902) ls offered as further support to the theory 

that early jazz' improvisation relied strongly on the melody. 

48 
The arrangement was pub11shed by Melrose and Montgomery, 

218 50. Washington Ave., Chicago, Illinois. 
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That trip to New Orelan·s, by the way, made it easier 
for me to ada~t to the New Orleans mus ici ans when l 
went on to Chicago later on. After that trip, l came 
home and started jazzing it up in Memphis. One of 
the jobs our band had, for example, was to accompany 
the draftees to the station in 1917 and '18. Ve played 
Draftin' Blues, Preparedness Blues, and 1 jazzed them 
up. Everybody would fo11ow me. l.was the center of 
attraction. They were playing the straight lead, but 
1 - as the principal of my school said - was embellishing 
around the melody. At that time, 1 wouldn't have known 
what they meant by improvisation. But embellishment 
was a: phrase l understood. And that was what they were 
doing in New Orleans - embellishment. 49 

For theories on jazz improvisation as it was practiced in 

New Orleans, Chicago and New York, and theories on the development 

of jazz improvisation as a whole during the years 1917 to 1932, one 

must turn to latter day jazz theorists and critics. The remainder 

of this chapter is a brief, chronological survey of the most important 

theorists. 

In 1938 Winthrop Sargeant published his Jazz: Hot and Hybrid. 50 

Sargeant was the first jazz critlc to rely on transcriptions of actual 

jazz performances when discussing the elements of jazz. His theory 

of the blues scale, as shown in the preceding chapter, could not 

apply to early jazz improvisation, since soloists at that time rarely 

played scale segments. Although the early date of his researches pre-

vented him trom Obtaining a proper perspective of early jazz styles, 

Sargeant's research Is still valuable in many respects. 

49Hat Shapiro and Nat Hentoff, Hear Me Talkin' To Ya (New 
York, 1955), p. 78. 

50 . 
Recently reprinted as Jazz A History (New York, 1964). 
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In 1954, French composer and musicologist Andre Hodeir 
51: . 

published his Hom~es et uroblèmes du jazz (translated in 1956 as 

Jazz - Its Evolution And Essence. 52 Except for his appreciation of 

Louis Armstrong, Hodèir vas not very sympathetic to early jazz. 

He over-reacted to the a1most fanat~denouncements of modern jazz 

made in France at that time by Hup:hues Panassié and his follover~. 53 

Hodéir vas one of the first to consider the thought process vhich 

vent into conceiving a jazz solo. He a1so analyzed entire jazz per-

formances, seeking out form and continuity vhich previous theorists 

and critics often over100ked. 

54 In two chapters of his book The Anatomy of Jazz, published 

in 1960, Leroy Ostransky ana1yzes details of improvisation as it 

vas practieed during the 1920s·.. Concerning the collective impro-

visationa1 style of the early New Orleans bands, he notes that 

a1though the ensemble characteristically plays eo11ectively, 
and eaeh of the three vind instruments is thought by 
many to have equa1 independence, the fact is that the 
e1arinet and trombone play "around" the cornet me10dy.55 

When diseussing the melodie construction of early jazz, Ostransky 

aceurately points out that 

51paris : Flammarion. 

52uev York: Grov~. Trans1ated by David Boakes. 

5'See: HUrhues Panassie, The Real Jazz, English translation 
(Bev York, 1942). 

54Seattle, Washington, 1960. 

550stransky, The Anatomy of Jazz, p. 149 • 

• 
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in constructing melodies, tne New Orleans jazzman is 
characteristically short winded; he seldom thinks more 
than four measures ahead, more often, only two •••• The 
best work of the period may occasionally encompass eight 
bars, but seldom more. The principal melodic curves may 
be shown as ,.---)~ and ~, .56 

Ostransky then gives several musical examples illu~trating 

the above melodic curves, as weIl as examples of typical rhythmic 

patterns. Howev~r, these examples are not documented excerpts drawn 

from actual recordings but rather models based on statistics which 

he had assembled. 

In treating jazz of the later twenties, he gives a brief 

account of the bands and musicians who were prominent at that time, 

noting that 

the improvised solos, often extended over the normal 
phrase line, givinp, the impr~ssion that the soloist 
intends to play perhaps sixteen bars instead of the 
tvo or four of the earlier period. 57 

Ostransky also notes that in this later period, the harmonies 

vere more colorful; citing in particular the use of the major seventh 

chord, extended successions of secondary dominant chords, the increased 

frequency ot the minor mode, and extended static harmony. 

Since 1960, an increasing number of publications and studies 

on the technical aspects of jazz have appeared. Most of these deal 

vith more recent jazz styles. A~ong these, the folloving Ph.D. theses supply 

valuable information and analyses of early jazz styles and improvisation. 

560stransky, The Anatomy of Jazz, pp. 173-174. 

57 Ibid., p. 212. 

• 
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1962 -Launee10t Allen Pyke II "Jazz 1920 to 1921: An Ana1ytiea1 
Study."5~ 

1964 - Bernard l. Sehoekett,"A Sty1istie Study of the Blues 
as Reeorded by Jazz Instrumentalists : 1911-1931. "59 

The most thorough study of jazz in the 1920S" yet attempted 

is Gunther Schuller's Early Jazz, published in 1968. While Schuller 

has not consulted the most thorough or up-to-date sources, particularly 

60 in the areas of Afriean music and diseographical researehes, his 

york is enhaneed by a lavish use of musical examples often aecompanied 

vith brilliant analyses. 

After diseussi.ftR some of th~ ~any types of improvisation 

vhieh oeeur in Afriean, Spanish and other ethnie musies, Sehuller notes 

that improvisation vas one means by vhieh 

the American Negro vas able to preserve a significant 
nucleus of his African heritage. 61 

The tol10wing chapt ers then pursue the nature and development 

of jazz improvisation as it vas praeticed in various parts of the 

United States. For each, 1 have se1ected one or more transcribed 

examples, chosen to il1ustrate the most typical characteristics of 

each scho01 discussed. 

58Unpub1ished University of Iowa Dissertation. (Reproduced 
by University Microfilms Ho. 62-4988.) 

59Unpublished New York UniversU'y Dissertation. (Reproduced 
by University Microfilms Ho. 66-1281. ) 

60 Schul1er's main if not only source on African music is A. 
M. Jones, Studies in African Music (London, 1959). In his text, 
Schu11er cites several discographie~all of which have aince been 
8uperceded by 3rian Rust, Jazz Records A_Z : 1997-1931, 2nd edition 
(Middlesex, England, 1962). 

61 Barlv Jazz, p. 62. 
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IV The New Orleans Jazz Style 

The first jazz band to make a phonograph record was The 

Original Dlxieland Jass L;isl Band, (ODJB), a. quintet of white 

. 1 
musicians from Nev Orleans. Although t~ey first recorded with 

Tl 

Columbia in January, 19~7, the record vas not released until the 

folloving year. On February 26, 1917, the band eut tvo sides for 

2 
Victor which vere the first recordings of jazz sold com~ercially. 

The style or this band's music vas similar to that of the military 

bands of the time, and their repertoire consisted mostly of .original 

.ragtime-like compositions created collectively by the entire ensemble. 

Musically, this group sounded quite stiff, especially when compared 

vith Negro bands vhich vere recorded in the early tventies. 

"The Original Dixie Jass Band One-Step'" is one of the com-

positions which a~pears on the first .Victor recording. An analysis 

of this record dramatically il1ustrates the influence of ragtime on 

early jazz. The following example illustrates the melody and chordai 

scheme ot the tune. 

1RiCk La Rocca (1889-C.1965) trumpet, Larry Shields (189~-
195') c1arinet t Eddie Edvards (189l-C.1968) trombone, Henry Ragas 
(C.1885-C.19l9J piano, Tony Sparbaro (1897-C.1969) drums. 

2 A complete listing ot aIl ODJB recordings may be tound in 
Brian Rust Jazz Records A-Z: 1897-1931, 2nd edition (Middlesex, 
England, 1962), pp. 474-~1S. 

'Included on the tape recording which accompanles this thesis. 
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The 'A' strain of the above tune imitates a "roll-off," 

the rhythmic figure played by the drums in a marching band ta signal 

the start of a march. The second s'train features the clarinet in 

& series of solo breaks, while the third or 'C' strain is the real 

melody or chorus. Two pOints of interest in this final strain are 

the wedge shape of the ~elody in the first three measures, and the 

modulation to the mediant in measure 37. While the typical ! J1 l 
of ragtime ia not explicitly stated on th}s recording, variants ot 

this rhythm appear throughout the tune as shown in the following 

. _.example. 

Ez. 27. Ragtime motive tound in 
"The Original Dixieland Oneatep." 

In general, the siailarities between this tune and ragtime 

lIay be seen in the ,overall rhythmic character (which is certainly 

c10ser to ragtime thant~~Sousa march), and the multi-thematic tOTm 

v1th modulations to successive subdominants. 

On the 1917 recordlng, the tune 1s played by the entire 

ensemble, with the exception of the solo clarinet breaks. The 
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folloving example represents the sequence of themes used in this 

version. 

Ex. 28. 1917 version of "The Original Dixieland Onestep" - formal division • 

who brings into play such "traps" as woodb10ck, temple blocks, cymba1s, 

tom-toms and snare drums. Apparent1y, since these records vere 

lntended for dancing, and since the old acoustic (l.e. non-e1ectric) 

phonographs did not generate much volume, the band was required to 

play as a full ensemble for the duration of the record. 

In 1936, the ODJB re-recorded this same tune, which had 

since beco~e a staple in the jazz repert~ire,4 As shown in the 

tollowing example, the ODJB still placed a great influence on a 

full ensemble sound. 

4 Included on the tape recording which accompanies this thesis. 
J. Russell Robinson (C. 1900) replaces Ragas. Hotice the change in 
the title of the tune. 
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Ex. 29. 1936 version of "The Original Dixieland Onestep" - formaI division. 

Structural divisions : 'A': 'B' 

Instrumentation 

Humber of measures 

Key 

Tutti Tutti Tutti 
(clar. 

• 8: 16 32 

Bb Eb Ab 

Tutti 
(sto,,) 
tlr.le 

J.J'J 
""" 

32 

Ab 

Cla.r. 
SOlO 

'32 

Ab 

Tutti 

16 

Ab 

Tag 

Tutti 

1 

While the ODJB had introduced jazz to the public, and while 

they had vritten some of the Most enduring of jazz tunes, the 19'36 

recordings show that they vere euriously out of step vith the main-

stream of jazz at that time. Despite their historieal importance, 

the group eontributed little to the development of jazz, espeeially 

to jazz improvisation. The veakest aspect of their style, and the 

main reason for their artistic failur~vas the conspicuous lack of 

the Hegroid element, particularly the blues. It is the element 

or the blues vhich gave other less teehnieally equipped musicians 

an emotional aura laeking in the performances or the members of the 

ODJB.5 

5 For a full length but biased history of the ODJB 8ee: 
H.O.Brunn, The Stor! of the Orir,inal D1xieland Jazz Band (Baton 
Rouge, Louisiana), 1960. 
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Most jazz historians agree that the most important of the 

ear1y jazz bands was Joe "King" Oliver's Creole Jazz Band. As with 

the ODJB, group improvisation is abundant on those recordings which 

appeared in 1923, and" whileacertain gen~ra1 routine seems to have 

been estab1ished for each tune, internal. differences and solo choruses 

create variety 1acking in the performances of the earlier group·:. 

For many ot 01iver's recordings, the band consisted of seven 

6 
musicians: c1arinet, two trumpets, trombone, piano, banjo and drums. 

For some recordings, the band was enlarged to include a saxophone 

or a bass instrument - either a bass saxophone or a tuba. Louis 

Armstrong appears on al1 42 of the recordings made in 1923, most1y 

as an ensemble partner. Whi1e Armstrong's importance as a soloist 

was not established unti1 severa1 years 1ater, his presence within 

the ensemble contributed greatly to the musical success of this 

organization. 
ft 

Gunther Schu11er turned to the music of the Creole Jazz 

Band, as d1d Leroy Ostransky} for a prime examp1e of the New Orleans 

style. A summary of Schu11er's ana1ysis of 01iver's and Armstrong's 

performance on "Mabe1's Dream"7 is given here to i11ustrate some 

6 
This seven piece instrumentation plus a tuba or string bass 

became the c1assic lew Orleans instrumentation which reviva1ists 
1ike Melvin "Turk" Murphy (1915) and Lu Waters (1911) adopted in 
the late 1940's. The original personnel of 01iver's band vas Johnny 
Dodds (1992-1940) clarinet, King Oliver (1885-1939) and Louis Armstrong 
(19~0) trumpets, Honore Dutrey (C.1890-1937) trombone, Lil Hardin 
(1903) piano, 3ill Johnson (C.1890-C.1930) banjo, and Warren "Baby" 
Dodds (1999-1959) drurJs. 

7 Inc1uded on the tape recording which accompanies this thesis. 
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8 
of the characteristics of jazz improvisation in the early 1920s. 

BOccasionally, jazz bands record two or more versions of 
the same composition within a very short periode This might happen 
for severa1 reasons. A band May record for severa1 different com
panies and a particu1arly successfu1 or popu1ar tune might appear 
on severa1 labels. Sometimes, but not often, the recording producer 
or engineer is enthusiastic about the music and he May for some reason 
or.another ask the banü to re-eut the same tune several times. Or, 
there May be a very noticeable error, the tempo may not be quite 
right) or some other musical reason may varrant another lI·take" of the 
same tune. These a1ternate takes are then throvn avay, issueéJ or 
fl1ed for future reference in the company vau1ts. 

In the case of "Mabe1 ' s Dream," a mixture of reasons account 
for the multiple versions of this tune. It vas first recorded in 
October, 1923,by Okeh, and subsequently re-recorded by Paramount tvo 
months 1ater. Schuller,: by. consulting outdated sources, has 
perpetuated an&~insylng .. that the Okeh recording vas issued a year 
and a half after the Paramounts. Schuller's sources are: Kinv Joe 
Oliver by Walter C. Allen and Brian Rust. (Iew York, 1955), revised 
(London, 1959), and Martin Williams' Kinv, Oliver, (London, 1960). 
My source is Brian Rust's Jazz Records: 1997 to 1931. 
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In the Paramount version, Chorus 'A' is more or 1ess 

the original melody of the trio strain. In the fo11owing chorus, 

'B', Oliver "recasts i ts me10dic Hne": measures 26, 29, :U, 33 and 

35-39 correspond exactly to the first chorus: in the third chorus, 

'C' t on1y measures 45 and 49-52 are similar to 'the initial statement. 

As Schu1ler notes, 

Oliver was a master of this referentia1 kind of 
improvisation •••. not only does each chorus deve10p 
out of variations or embel1ishments of the compositions 
theme, but from chorus.to chorus there is

9
a real sense 

of progression within an overall pattern. 

Oliver's choice of notes in each chorus is particu1arly 

interesting. In the exposition of the first theme, he limits himself 

to a fev neighboring tones as shown in measure 4. In the second 
• 

chorus, more intense rhythmi'c figures appear. In the third measure 

or this chorus (m. 25), the first blue note, Ab, emerges vithin 

the context of a vonderful1y syncopated phrase Cm. 27). At measure 

34, Oliver uses the chromatic scale as a linear device to move from 

the note C, which is a third higher than the original Ab (Cf. measure 9), 

to Gb, the melody tone. The thlrd chorus Introduces a multitude (6) 

or blue notes and an interesting rhythmic delay, as notated in measure.46. 

The versionsof "Mabel's Dream" given in the example above 

show how much one performance of the same tune cou1d differ from 

another. This is in striking contrast to the similarity or those 

versions or "The Original Dixie1and One-Step" which the ODJB recorded 

9Gunther Schuller, EarlY Jazz (New York, 1968), p. 80. 
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at different sessions within a span of almost twenty years~While , 

the general approach to the second version of "Mabel's Dream" 

resembles the first, the tempo Is slower than that of the Ok eh 

recording, and the first appearance of the trio strain is rendered 

as a duet between Oliver and his twenty-three-year-old prodigy, 

Louis Armstrong. Armstrong's "studied" counterpoint to 01iver's 

phrasing of the theme is striking as is his abi1ity to create so 

much music without once crossing the melody or exceeding the range 

of an octave. 

The remainder of the performance continues with two choruses 

of group improvisation. It is particularly interesting to follow 

the transcription taken from the Okeh version, letter 'B', while 

1istening to these 1ast choruses. Oliver's, and for that matter 

the entire ensemble "s, embellishments di~fer subtly trom those of 

the previous rendit ion. 

In 1962, L. A. Pyke completed a Ph.D. thesis, previously 

mentioned, entitled "Jazz 1920 to 1927: An Analytical Study.n lO 

11 12 While both William Austin and Frank Gillis have pointed out 

Many errora of tact and analysis in Pyke's work, his thesis is 

va1uable because of the ten transcriptions ot early jazz which it 

10 University of Iowa dissertation. 

l~usiC in the Twentieth Century (New York, 1966), p. 651. 

12 
See Current MusicoloY.V, S~mer, 1965, pp. 104-105. 
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contains. In Part II of his thesis, Pyke transcribed all of. the 

born (wind instrument) parts. This tas~ was not easy, since the 

sound of most early acoustic recordings is so "low-fi". The entire 

rhythm section however, is represented in his transcriptions by 

only a single chord line which outlines the basic harmonies. Here, 

Pyke should have. included the bass Hne, aince as in "classical" 

music, its function is very important. Inclusion of the bass line 

would show at a glance whether the trombonist merely doubles the 

bass, and whether the bass instrument functions as a melodic, harmonie 

or rhythmic member of the ensemble. Also, inclusion of the bass 

line would show whether Oliver and his musicians were able to handle 

inverted chords or whether they were content with simple root basses. 

1 have included Pyke's transcription of "Snake Rag" in this 

paperl3 not only to illustrate other elements of New Orleans jazz, but 

as an example of one of the most complete transcriptions of a jazz 

ensemble yet attempted. For this transcription, Pyke used the Genett 

version which was recorded in Richmond, Indiana, on April 6, 1923. 

The overall formal design of the piece, as recorded in this 

14" 
version, resembles that ot some ragtime compositions. The following 

example illustrates the main outlines ot "Snake Rai'.15 

13 The complete transcription appears in Appendix 1. 

14 Included on the tape recording vhich accompanies this thesis. 

l5Pyke's~reatest error of analysis in this transcrintion 
ls that he failed to realize that in oeasure 57, a nev part begins 
ln the key or Db major, not a "bridge" as he has indicated in the 
score. 
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Ex. 31. Formal division of "Snake Rag" - Genett version 

PART 1 

Intro ('A') 'A 1 ":S" (last B bars • A' 
of 'A') 

Tutultrb.l'Tuttii tr'Os.r trb. 

1 1 1 1 
6 :2: 41212 

l , 1 • 
1 1 1 • _ _____ ~ ____ ~ _____ L_~ __ ~-----

Tuttil trns.1 tr'o. 
r 1 
1 r 

12 1 2 1 2 
1 
r 

Tuttiltrps·ltrb 
1 1 

4 [ 2 1 2 
1 1 
1 1 

F:_I-_____ l ___ _ 

Tuttiitr~s.~ trb. 

1 1 
12 1 2 , 2 

1 1 
l , 

_ _____ l _____ L ___ _ _____ ~ ____ JL __ _ 

PART II 

"A 1 , 'A 2, 
'A 

1 
• f 'A 2, Il 'A1 , 'A 2, Il Tag 

Tutti 1 clar. 
, (trb. ost1nato): 

Tutti ~uttittrps. Tutti Tuttil trops. 1 Tutti Il Tutti , 
1 , 

14' 1 2 16 14 1 2 16 14 , 2 16 Il 2 

• 1 Bb: _________ -L _____________ ______ • ______ L ______ -U _____ ~ _____ ~ ______ ~ _______ 

, 
,.-
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Among the most remarkable moments in Oliver's performance 

of "Snake Rag", are the two measure trumpet duets occurring in the 

breaks of the tune. In Part l, Oliver and Armstrong play descending 

chromatic scales harmonized at the interval of a fourth, each time 

the break measures appear. Evident1y, these breaks are the melody 

-notes which Oliver "wrote" into his composition. In Part II however, 

the trumpet breaks are very different - meaning that they were worked 

out before hand or improvised.at the moment. 

As in the case of "Mabe1's Dreamll
, Oliver made more than 

one recording of "Snake Rag". This second version was recorded by 

16 Okeh in Chicago on June 22, 1923.. Except for a new banjoist, 

Bud Scott (1890-1949\ the personnel of the band remained the same. 

However, there are some striking differences between this and the 

ear1ier version recorded for Genett. Since a brighter tempo was 

chosen for the Okeh recording, .Oliver was able to have the band 

repeat section B ot Part 1 and add another 16 measure chorus to 

Part II. While detai1s of the ensemble's performance differ, the 

trumpet and trombone breaks in Part 1 are identical in both versions. 

Hovever, the breaks in Part II of the Okeh version differ consider-

ab1y trom those in the Gene~verslon. Specifica1ly, in the Okeh 

version, Johnny Dodds, the c1arinetist, p1ays an arppegiated solo 

break in contrast to the sustalned note held on the prevlous recording. 

The trumpet duet breaks ln Part II of the Okeh version difter great1y 

16 Included on the tape recordinff which acco~panies this thesis. 

î 
1 
l 
1 

i 
1 
~ , 
1 
! 
1 

1 
- .i 
i 

1 
1 
j 



! 
j 
i 
.! 
1 
! , 

1 
1 
t 

i 
! ( 
1 
[ 

i 
! 
1 

1 

-,.. , ~'- .... -

91 
from those recorded for Genett., The fol10wing example il1ustrates 

the difference between the breaks in the two versions of "Snake Rag." 
b Ex., 31. Solo and duet breaks from two 

versions: of "Snake Rag .. " 

A = Genett version: B = Okeh version 

::!:-... -=-g au 1 E! lit1 JJID 1JP4<; 

The duets recorded for OHeh are more comp1ex rhythmlcally, 

and contain more blue;notes than the earlier improvisations. Again, 

one must rai~e the question: were these breaks worked out before 

the performance or vere they improvised at the moment? In an undocu

mented interviev published in Hear Me Talkin' To Ya, Armstrong 

reveals the mystery of performing the trumpet duets by recalling that 

When 1 joined the band on second trumpet 1 made 
the seventh member. Those vere some thrill1ng days 
of my lire that 1 shall never forget. 1 came to work 
the next night. Dur1ng my first night on the job, 
vhile th1ngs vere going down: irr order, King and 1 
stumbled upon: a little something that no tvo other 
trumpeters together ever thought of. While the band 
vas just swinging, the King vould lean over to me, 
mov1ng his valves on hi's trumpet, make notes, the 
Dotes that he vas going to make vhen the break in the 
tune came. Iid listen, and at the same tiae, Iid be 
figuring ou~ my second to his lead. Wh~n the break 
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would come, l'd have my part blend right along vith 
his. The crowd would go mad over it!17 

Judging from the results of the breaks on these recordings, 

a musical rapport such as this rarely exists even in the most inti-

mate "classical" chamber music. Very few musicians have ever been 

18 
able to achieve the unit y evidenced by these performances. 

Pyke's transcription of "Snake Rag" enables one to study 

in detail the styles and interplay of each of the "front line" (lead) 

instruments. Part 1 is very'~ritten". AlI of the instruments play 

more or less the same notes for each repetition of the main themes. 

The trumpets play the melody in thirds, the clarinet "noodles" over 

the lead, and the trombone outlines the basic triads, occasiona11y 

moving in stepwise motion. In Part II, some interesting changes 

take place. Oliver and Armstrong play more inde pendent lines than 

. they did in Part l, the latter crossing his teacher' s lines to sound 

as the leader of the ensemble •. In Part II, the c1artnetist suddenly 

p1ays in a-. more 1inear. fashion than was CO!D!Don for jazz musicians 

of the time. From measure 57 to measure 82, the trombonist p1ays 

a triadic ostinato, 

17 Nat Shapiro 
York, 1955), p. 104. 
by jazz musicians on 
documented as to the 

and Nat Hentoff, Hear Me Ta1kin' to Ta (New 
This book is an excellent source of comments 

their music. However, none of the excerpts are 
original source. 

1BAmong other famous pairs in jazz are: Bix BiederbecKe (l9~3-
1931) and Frank Trumbauer (1910-1956); Charlie Parker (1920-1955) 
and Dizzy Gillespie (1917), J. J. Johnson (1924) and Kai Yinding (1922); 
Omette Coleman (1930) and Don Cherry (1936). 
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Ex. 32. Trombone ostinato from "Snake Rag." 

14.~1 

Q"~\ j ~ j ~ 
.... ' \ \, 

which contributes to the cohesiveness of the performance. 19 

Due to othe rich contrapuntal interplay and the inferior 

accoustical recording process used for Oliver's band, it is difficult 

to assess Armstrong's contributions in a~y but tae most obvious 

circumstances. The styles and tones of both trumpeters were so 

similar that only very experienced critics are able to distinguish 

20 which parts are actually by Oliver anè which are by Armstrong. 

As shown in the transcriptions by Schuller and Pyke, and 

as evidencedOby analysis of other recordings, Oliver and Armstrong 

greatly exceed the improvisational variety produced by the other 

musicians. However, since these recordings represent a group effort, 

an exceedingly individual contribution by any of the other members 

would have been out of place here. 

. 19The t~ombonist playso .t~is. s~e "vamp" or "riff" in both 
versions of "Snake Rag," indicatinp. that certain portions 
of thls tune vere set or "arranged" vhile others vere 
lmprovised. 

. 20See Martin Williams, King Oliver (London, 1960), p. 52, 
"An Interim Note on Oliverts Playing." 
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Many other excellent New Orleans bands, both Negro and ~hite, 

21 recorded duringthe mid 19205. Since, however, Oliver's music 

representsthe height of the c1assic New Orleans style, 1 have chosen 

to draw only from recorded examples of the Creole Jazz' Band to 

il1ustrate the various aspects of this style. 

21 Due to the appearance of two anthologies of early New 
Orleans bands, the jazz scholar has an excellent opportunity to 
hear lesser known organizations. The arthologies are: The Sound 
of New Orleans, Columbia (record No. C3L30) and New Orleans Jazz: 
The 'Twenties, Po1kways (record No. RBF 203). See a150: Samuel 5. 
Charters, Jazz New Orleans l885-~ An Index to the Negro Musicians 
or Nev Orleans, revised edition (Hew York, 1963). 
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v; The Chicago Jazz Style 

Louis Armstrong Is often identified as the musical Iink 

1 
between the New Orleans and Chicago styles. In the recordings 

he made under his own name after Ieaving 01iver's band, one can 

hear the difference between the interdependent collective impro-

visation characteristic of the New Orleans style and the more inde-

pendent, individua~ improvisationa1 styl~ which is usua11y associated 

with the Chicago schoo1. 

In the Jazz Masters series, a collection of transcriptions 

arranged for piano and solo instument, Lee Castle (1915), once 

trumpeter and leader of the Jimmy Dorsey Orchestra, has published 

tvo volumes containlng a total of twenty solos as played by Louis 

Armstrong. 2 Most of the transcriptions are from "Satchmo's'" Hot 

Five and Hot Se ven recordings done in the middle and late tventies. 

In place of an example i11ustrating Armstrong's ability 

to improvise on the blues, 1 have chosen instead a recording of 

lAlthou~h born in New Orleans, Armstrong vent to Chicago 
in 1922 to join King Oliver. Rere he made his fame among the local 
musicians and int1uenced:.s 0 Many of them that i t may be said that 
he vas the originator of a Chicago style. In 1925, Armstrong vent 
to Kev York vhere his tame spread to both the Negro and vhite public. 

2 Bev York: Leeds Music, 1961. Also in this series are 
collections of solos by Charlie Parker and Dizzy Gillespie. 

'nIt vas Lin 19,il ••• that P. Mathison Brooks, editor ot 
the London Me10dy Haker, unvittinply gave him Lth~ nickname 'Satchmo' 
by garbling an earlier nicknam~ 'Satchelmouth,.n Leonard Feather, 
Encvclooedia ot Jazz (Hev York, 1960), p. 10'. 
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a Tin Pan AIley tune. This was done because many of the blues themes 

which Armstrong recorded in the mid 1920s vere often vague, if non-

existent. Schuller, in his excellent chapter on Armstron~ remarks that 

there is considerable evidenœ to the effect that Armstrong, 
especially in those years, intuitively separated song 
material into two distinct categories: Tin Pan AIley 
songs, where blue notes vere not mandat ory and vere 
probably out of place; and blues and New Orleans standards, 
where blues would be very much at home. 4 

":Struttln' vith Some Barbecue" (1928), vrltten by Armstrong's 

"former vife Lillian Hardin Armstrong/falls into the typical pop-tune 

format of the day.5 The "verse" of the tune occurs from let ter 

'"A' to 'B'. Although tvelve bars long, t"he verse does not adhere 

to the fundamental chord progression, essential to aIl blues. 

Except for measures 5 thru 8, Armstrong adheres closely to the 

me1ody. In the firth bar, he was probab1y improvising over the sus-

tained chord~ played by the rest of the ensemble. The actua1 "chorus" 

of the tune begins at 'B' and lasts for 32 measures, untl1 'C'. 

The structure of this tune may be represented as: 

4Ear1y Jazz (New York, 1968), p .. 94. 

SThe personnel tor thls performance is: Louis Armstrong, Edward 
"Kld" Ory (1886-C.l965) trombone, Johnny Dodds (1898-1959) clarinet, 
Li1 Armstrong (1903) piano, Johnny St. Cyr (1890-C.1960) banjo. A 
recording of this performance ls included in the tape which accompanles 
thls thesis. The transcription appears in Appendlx 1. 
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Ex· .. 33. Chorus structure of "Struttin' With 
Some Barbecue." 

Section A A' 

Measures 
13-29 30-46 

Harmoniî movemen Ab: 1 - V 1 - 1 

Castle's transcription differs from the recording in that the 

ensemble begins at letter 'A', without the introduction as printed. 

Tvo measures before letter 'C', the banjo plays the break followed 

by 16 measures of clarinet and 11 measures of trombone solo. Another 

banjo break occurs tvo measures before 'F'.· 

During the ex?osition of the chorus, Armstrong emoloys 
• 

a~proximately the same degre~ of embellishment which Oliver achieved 

only after two or three successive choruses. .This Armstro~~ acomplishes 

through anticipations and retardations of the thc!!Ie as seen in measuros··18, 

21-23, and elsev}1"e:re-. 
_. 

Over a "stop-time" accompaniment Armstrong exeeutes a solo 

ot tremendous rhythmic energy. In the tirst tour measures, he outlines 

the tonie triad vith an added sixth degree, a Melodie structure 

resembling the pentatonie seale prominent in ragtime and blues me10dy. 

The second and third phrases of this solo resemble the general shape 

of the tirst. In measure 53, he ascends a third higher and while 

descending, makes a slight alteration (A~) to aeeo~odate the change 

ot chord. 
, , 

At the break, two measures before D, he introduees a series 
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of triplets as a nev rhythmic element. Outlining the dominant _ 

ninth chord, Armstrong slides into each note from below, one time 

overshooting the fifth of the chord, but "correctly" resolving it 

on the next beat. 

Ex. 34. Armstrong's break from "Strut"lin' \oli"th 
Some Barbecue." 

Ii\.S~ 

b ~ .... "3 ~ ~ ~ - . 

&1iL~ ~tli 9~ ûJ Fr' 1 @Ëh. §~ 1: .c == ___ v 

A chromatic descent to the seventh of a chord ls a favorite 

device of Armstrong's. Besides its appearance one measure before 

'D' {m. 64 r, he also uses this figure in measures :51-32 and later 

at 69-70. This "lick" may have been derived from phases vhich King 

Oliver played, like that in measure 34 of "Mabel's Dream,t~ ?aramount 

version. 

At 'D', the second half of the chorus, Armstrong starts in 

a lover register than he did in the first half and gradually builds 

to a cli~ic high C in the next chorus, measure 85. Here, letter 

'il, Armstrong dramatically develops Oliver's concept of referential 

embellishment. From this point on, he returns gradually to the original 

melody, relaxing to a point of repose in the coda. 

That Armstrong's imagination, ea, and technique vere perfectly 

matched i8 shown by the phrase in measures 73 and 74. Besides super

lmposing 3/8 over 4/4, he accurately makes the change from the major 
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subdominant to its minor forme An analysis of this solo also supports 

Schu11er's theory about Armstrong's use of blue notes. In this per-

formance he rarely uses the blu~ third (Cb) while the blue seventh 

(Gb) occurs only when the tonie chord functions as the dominant of 

the subdominant, as in measure 700 The Cb s (B~) occurring in the 

solo chorus frequently function as lower neighbors or alternating 

tones. Exceptions to this may be seen in measure 52 and especially 

measure 67 where the blue third appears in its'~unkiest- contexte 

It is interesting to note that, in each of the above instances, 

Armstrong approaches the blue note by leap from the F above. Else-

vhere in the same performance he approaches this note in a similar 

manner, even vhen the Ch does not function as a b1ue note. 

Other notable aspects of Armstrong's performance here inc1ude 

the extension of phrase 1engths to as Qany as four measures, and 

the conspicuous absence of scales or scale fragments. A vertical 

rather than .horizonta1 (linear) construction of solo "lines" as 

evidenced in the above solo, vas adopted by a1most every jazz musician 

unti1 the innovations of tenor saxophonist Lester Young (1909-1959) 

in the mid 1930s. 

Although Armstrong avoids using the motives, shape s, or rhythms 

of the original tune, 1 belteve that he .vashearing this melody in 

6 his mind, while executing the solo. One of the elements present 

6 The similarity of phrase lengths of both the original tune 
and Armstrong's solo suggests that Armstrong was improvising off 
the melody, yet adhering rigorously to the chord structure. 
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in the tune which Armstrong especially seems to avoid is the use 

ot the major seventh degree over the tonie triad, even though it is 

one of the salient features of the original melody. 

That Lee Konitz (1927), an alto saxophonist of considerable 

stature, chose to re-create this particular solo in a recent recording, 

attests to Armstrong's importance and influence on al1 schoo1s of 

jaz? and regardless of instrument. 7 

After the New Orleans musicians had invaded Chicago, the 

younger musicians there absorbed the new jazz and deve10ped a style 

which came to be identified with that city. Such young white 

musicians as clarinetist Benny Goodman (1909) and trumpeter Jimmy 

McPart1and (1907) received their musical education in South Side 

clubs where many great Negro musicians 1ike Oliver and Armstrong 

8 worked nightly. 

Whi1e not born in Chicago, Leon ~ismard< "Bix" Beiderbecke 

(1903-1931) occupies a unique position in the history of white jazz 

style. As a boy in his home town Davenport, Iowa, on the banks of 

the upper Mississippi, he heard many Negro New Orleans musicians 

who p1ayed on the riverboats passing through. Thus, when he was 

sent to schoo1 in Chicago in 1921, he took with him an understanding 

7See Lee Konitz Duets, Milestone (record No. 5-9013) • 

8 In Chicago, a group ot white musicians came to be known 
as the Austin High Schoo1 Gang. Besides Goodoan and Mc?art1and, 
other members were: tenor saxophonist Bud Freeman (1906), guitarist 
Eddie Condon (1904) and d~~er David Tough (1908-1948). 
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of the classic New Orleans style.? While in Chicago, Bix had further 

opportunities to hear not only other jazz musicians, but concerts 

of European "classical" music as weIl. He soon mastered the trumpet 

and became one of the leading white jazz musicians in that city. 

As did Armstrong in his Hot Five and Hot Seven, Beiderbecke 

played in groups in which the emphasis was less on collective impro-

visation than on a succession of solo choruses. Aspects of his style 

such as a subdued, mellow tone and use of "impressionist"-like harmonies, 

however, vere absorbed by white New York musicians who then developed 

10 a distinct New York style. 

In 1944, Jay Arnold, a staff arranger for various New York 

publishing firms, pub1ished a collection of Beiderbecke trumpet 

11 
transcriptions.. In addition to the musical transcriptions, Arnold 

provided a bri~f biography of Beiderbecke and analytical notes for 

each solo transcribed. His comments describe elements of Bix's 

harmonie language and rhythaic idiome 

One of the most famous of Beiderbecke's solos is that on 

12 
"Singin' the Blues", recorded in 1927. However, 1 have chosen 

9See Burnette James, Bix Beiderbecke (London, 1959). 

10aeiderbecke vrote several piano solos which show a decided 
influence from the French lmpresslonists. The most Camous of these 
In a Mlst (1928) contains such devices as parallel ninth chords, 
vhole tone scales and quart al harmony •. 

lL 
~lx Beiderbecke TruMuet Transcriptions (New York). 

12 • This solo has been transcribed br John Mehegan in Jazz 
Imurovisation Volume II, Jazz Rhvthm and th~ Iourovised Lin;-{üew 
York, 1962), p. 70. The recording 15 available on The Bix Beiderbecke 
StorY, Columbia (record No. CL-844/6). 
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1; 
an earlier example "Davenport Blues", recorded in 1925, because 

in this performance, Beiderbecke plays almost continuously, yet in 

a manner more relaxed and less inhibited than any of his later recordings. 14 

The tune itself was composed by Beiderbecke, and this performance of 

it, one of the ear1iest examples of his mature "style, contains e1ements 

of New Orleans, Chicago and New York styles. 

The general form of "Davenport Blues" may be represented 

as in the fo110wing examp1e. Although the tune does not eonform 

to the twelve measure chorus of a true blues, the melodie lines and 

succession of harmonies are strongly influenced by the blues idiome 

l;The personnel on this recordin~ is: Bix Beiderbeeke, Tommy 
Dorsey (1904-1957) trombone, Don Murray ( ? ) clarinet, Paul 
Hertz ( ? ) piano, Howdy Quicksel1 ( ? ) banjo, Tom Gargano 
( ? ) drums. A tape recording is included on the tape which 
aecompanies this thesis. The transcription appears in Appendix 1. 

14According to "popu1ar" song composer Hoagy Carmichael (1899), 
"ve got to the studio and sat around for a vhile and the bottles got 
11ghter and finally"BiX started doodling on his horn. Finally, he 
eeemed to find a strain that !Uited him but by that ti~e everybody 
had taken a hand in composing the melody, though as the bott1es got 
lighter nobody seemed to have a definite understanding of vhat the 
melody vas •••• They named the pieee Davennort Blues in honor of 
Bix's home town. It vas done ln a lazy 'jig style' and, as the dead 
soliders vere racked up, their music got screwier and serewier." 
lat Shapiro and Nat Hentott, Hear Me Talkin' To Ta (Nev York, 1955), 
p. 145. 
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In this performance, the New Orleans style is represented 

in that the entire ensemble plays continuously except for solo breaks; 

the greater rhythmic activity of the drummer and the clarity of the 

ensemble sound reveal the influences of the Chicago style; while 

the arranged introduction and Beiderbecke's break in measure 35 anti

efpate the New York style. 

A unique element in the construction of the tune is Beiderbecke's. 

frequent use of the main motives: 

Ex. 36. Main motives in "Davenport Blues." 

Motive 'A' for example is modified in such vays as: trans

position (m.7) rhythmie displacement (ms. 9 and 10), retention of 

rhythmie values only (m. 80), interpolation (m. 31), and retention 

of melodie shape only (ms. 85 and 86). Thus, Beiderbeeke has limited 

himself to only a fev motives instead of an entire melody. 

Despite the fact that this tune.does not follov the true 

blues form of a tvelve measure chorus, Beiderbeeke makes great use 

of blue notes in his ~ertormance here. During this period or jazz, 

as mentioned before, jazz mus1e1ans did not think in terms or a blues 
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scale, but rather, of individual blue notes. Thus, the notated C~ 

in measure 7 is a blue note (Db) to the Bb chord, and does not function 

as a member of the F scale. Several unusual blue notes, of the Many 

which occur in this performance, May be singled out for detailed 

analysis. The first of these is the flattened fifth in measure 26 

(read ~as Cb). While the use of the flattened fifth vas and still 

is accepted by jazz musicians, as late as 1938 jazz theorist Winthrop 

Sargeant remarked that 

notes other than blue notes are frequently subject to 
distortions of intonation, particularly by jazz 
trumpeters. l have even .heard the theory of a "blue 
fifth" advanced, though l have never been able to Und 
any consistent evidence to support such a theory.15 

In the case of measure 26 of Beiderbecke's performance, Sargeant 

might describe the note in question as being a lover neighbor, resolving 

upwards to C. However, the microtonal inflection Beiderbecke grants 

this tone leaves little doubt in my mind that he thought of this as 

a blue note. In measure 47, Ab, vhlch is normally the blue thlrd 

or an F chor~appears over a D minor triad, thus functioning as a 

true flattened fifth - especially since this note resolves dovnvard 

as Is the case vith most other k.inds of blue notes. 

Deliberate use of the blue or flattened fifth became a cliche 

for Improvisors in the be-bop period (C •. 1945 to the present " but 

musicians had been using it intuitively Many years before, as shown 

l5wi nthrop Sargeant, Jazz: A History tQriginal Title: ~: 
Bot and Hybri'y(llev York, 1964), 'PP. 169- rZO. 
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One of the most striking phrases in this entire performance 

of "Davenport Blues" is the occurrence of the whole tone scale 1n 

measure 35. This 15 probably the first time on record that su ch 

a structure vas used 1n the context of an improvised solo. Beiderbecke 

begins the break on the .flattened fifth of the chord and plays .in 

this measure the longest succession of scale steps 1n his entire 

performance on this tune. It vas not until several decades later 

that scales became a primary source of melodic .material in improvised 

solos. 

Other pOints of interest in Beiderbecke's'performance occur 

in measure 48 vhere "the prominent use of E together vith parts of 

1.7 the F dim. chord give the harmonie flavor of a Gl3 b9 chord," and 

measure 91 vhere he ascends to F4t, the thirteenth of the A1 chord. 

. This last device in particular vas to become a characteristic of 

Beiderbecke's later style. Aside from thë typical S)Tlëopated rhythmic 

patterns encountered throughout this performance, there exists in 

measure 30, a rather unusual (for the time) regrouping of triplets. 

18 Usually as Knovton has accurately pointed out, ei~hth notes vere 

re-combined in groups of three as JfJr.f1.fJI[l. Hovever, in this 

particular instance, Beiderbecke played triplets in groups of four 
1 s ~ 7 

thusly [fl!Il lJ1 m · 
16Guitarist Eddie Condon (1904) once quip~ed "The be-boppers 

flat their fifths, ve drink ours." Apocryphal anecdo~~. 

17Jay Arnold, Bix Beiderbecke Trumpet Transcrintions (~ew 
York, 1944), p. 16. 

18See chapter III, p. 
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VI. The White Jazz Style New York C. 1926 - C. 1930 

New York, as Gunther Schuller has pointed out, 

was in the 1920s, as it is now, the musical centre of 
the wor1d. The most important publishing houses, 
recording companies and other business activity involved 
with music were located there or nearby. The city 
irresistibly attracted musibians in a11 fields and 
styles. Sooner or later everyone ip the music field, 
regardless of where his first successes vere scored, 
had to come to New York for ultimate recognition. 
And so too, the new popu1ar music styles and dan ces 
that deve10ped during Wor1d War 1 and in the Immediate 
post-var period made their way to New York. This period 
of course, coincides with the emergence of jazz on a 
national sca1e. L 

Wh~le it has a1ways been possible to hear musicians playing 

lew Orleans and Chicago jazz, many of the characteristics of the 

~ite New York style were not deve10ped, or were simply ignore~by 

Iater generations of jazz musicians. This is particularly true in 

the areas of harmony, instrumental technique, and Integration of musical 

ideas. Similarly, the intricacàes of the music of this school have 

been 1argely ignored by jazz historians as a va1id current in the 

mainstream of early jazz. In this chapter, l hope to reveal some 

of the Many interesting facts about the sensitivity and sophistication 

of the musicians associated with this style. 

For the vhite musician in N~w York, there vas an abundance 

of vork in the Many large night clubs and theaters. However, it 

vas in the commercial recording studios and the budding radio industry 

1 Early Jazz (Nev York, 1968), pp. 245-2~6. 
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that _ the fine st musicians found the most lucrative employment'. 

By the mid 19205, a clique of musicians, capable of playing with accuracy 

and control, enjoyed al1 the best jobs. Strangely enough, few of 

those musicians who became identified with a New York style ,of playing 

jazz, were natives of that city. The following is a list of some 

of the most prominent white New York musicians ~ho achieved fame in 

2 
that city •. 

Name 

Ernest 'Red' Nichols (1905) 

Phil Napolean (1901) 

Irving 'Miff' Mole (1898) 

Tommy Dorsey (1905-1956) 

Jimmy Dorsey (1904-1957) 

Joseph 'Fud' Livingston 
(1906-1957) 

Adria~ Rollini (1904-1956) 

Arthur Schutt (1902) 

Joe Tarto (1902) 

Vic Berton (1896-1951) 

Chauncey Morehouse (1907) 

Eddie Lang- (1904~1933)-

Instrument 

Trumpet 

Trumpet 

Trombone 

Trombone 

Reeds 

Reeds and 
Arranger 

. Reeds and 
Vibraphone 

Piano 

Tuba 

Percussion 

Percussion 

Guitar 

Place of Birth 

Ogden, Utah 

Boston, Massachusetts 

Long Island, N. Y. 

Shenandoah, Pa. 

Shenandoah, Pa. 

Charleston, S.C. 

New York City, N.Y • 

Reading, Pa. 

Newark, N. J. 

Chicago, Illinois 

Niagara Falls, N.Y. 

Philadelphia, Pa. 

2All information for this list was gathered from Leonard Feather, 
Encyclonedia of Jazz (New York, 1960). 



~ ~" 

109 

Ot these musicians, 

Red Nichols was probably the most prolitic jazz recording 
artist of the twenties. Certainly it is he who was 
the father of the non-New Orleans jazz combo, and the 
degree of ensemble perfection attained by the Molers, 
Charleston Chasers, Redheads and the other pseudonyms 
of the Five Pennies is nothing short of phenomenal 
even by todays standards. These musicians were the 
innovators of the day, as radical as an Ornette Coleman 
is today. The pianist Arthur Schutt wes one of the 
liberators of that instrument, and actually took the 
tirst known improvised piano choruses in a couple of 
Paul Specht records ••• Vic Berton on drums exploited 
the tympani and cymbals in a way that was positively 
revolutionary. Miff Mole had a command and conception 
that was also unique.' 

Red Nichols' composition "That's No Bargain" may serve as 

an example of the small group New York style brought to perfection. 

At least three different recordings of this piece were made under 

Nichols' leadership. Those which l have been able to document are:4 

Recording Company 
Place and Date 

Brunswick: 
R.Y. Dec. 8,1926 
(Tvo issued takes) 

Pathé: 
lev York, Dec., 1926 

Harmony: 
B.Y. Jan. 4, 1927 

Name ot Group 

Red Nichols And 
hie Five Pennies 

The Red Heads 

Arkansas 
Travelers 

Personnel 

Nichols (Trpt.) J. Dorsef 
(Cl. and As.) Schutt (P.J, 
Lang (Gtr.), Berton (Drs). 

Nichols and Leo McConville 
(Trpts) Mole (Trb.) J. 
Dorsey (Cl. & As.) Schutt 
(P.), Dick McDonou~h (Gtr.), 
Berton (Drs~) 

lichols C!rp.), Mole (Trb.), 
J. Dorsey (Cl. and As.), 
Schutt (P.), Berton (Drs.) 

'John Haomond, "Introduction" to record notes for Thesaurus 
of C1assic Jazz, Coluobia (record Mo. C4L-lS), p. 1. 

4Source: Brian Rust, Jazz Records A-Z : 1997-1931, 2nd edition 
(Middlesex, England, 1962). 
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RecentlYt re-issued recordings have been made of the Harmony, 

and one of the Brunswick versions. The following example outlines 

the formaI scheme of these two versions. 5 

:. 

Ex. ;1. FormaI divisions of two versions of "That's No Bargain." 

Brunswick (1226} 

Structural divisio~ 'B' , 'C1, 'C2, 'D' 'A 1 , 'A2 , 'B2, wC;, 

Instrumentation Tutti trp. guit. sax Tutti pia. clar. drs. 

Number of measures 16 18 18 ;2+1 16 16 16 18 

Kéy Db-G Eb Db Àb Eb Eb Db-G Eb 

Harmon! {1921} 

Structural division 'A1, 'A 2, 'B' 'c 1 , , C2, , c;, ,c4, 

Instrumentation Tutti piano igfgi trp. clar. trb. trp. sax 

Number of measures 16 16 16 18 18 18 18 

Key Eb Eh Db-G Eh Eb Eb Ab 

'C4 , 

Tutti 

18+1 

Eb 

'A;' 

Tutti 
(drs.): 
16 

Eh 

N.B. The 'A' theme is the main tune, the 'B' theme Is the verse, 
the 'CI section is based on a chord progression uonular 
during the 1920s and 19305, and 'D' is based on the chord 
progression to "Tiger Reg" (1917). 

5 
These versions are included on the tape recording which 

accompanies this thesis. 
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A comparison of the two outlines given above shows that 

Nicho1s .quite radically re-ordered the succession of themes and solos. 

There are a number of reasons why this may have been done. The pre-

ferences of the different personnel (guitarist Eddie Lang may have 

specifically requested that his solo chorus be in Db), or merely 

Nicho1s' desire to keep the tune fresh are among thas~which C9~e to 

mind. l have 1ncluded a transcription of the Brunswick version of 

"That's No Bargain", thus allowing one a closer look into the 

subt1eties of th1s composition and its performance. 

The f1rst section (ms. 1-16), is what l have defined as the 

verse of the composition. Its melody 1s unique in that it favours 

the upper membe~s of the chord. In other words, a melody tone does 

not prominently duplicate a chord root until measure 6, after which, 

.this situation does not occur until the trumpet solo (m. 17). 

The very f1rst measure might have intrigued or even startled 

a listener in 1926. The f1rst note of the melody (Bb) 1s actually 

the f1atted n1nth of the A7 chord, functioning however, as a lo_~r 

neighbour of B~, the major ninth of that chord. In the three repe

titions of this opening measure (ms. 3, 9, Il), Nicho1s varies the 

rhythmlc dlsp1acement of these tvo tones (Bb and B~4 
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Ex. 38. Nicholls variations of the initial phrase 112 
in "Thatls No Bargain." 

~I. . Il.3. 

&5 71§t~n \f- di \\lj5, r n ~ 
• 

fI EiO t--

The harmonie movement of this section ls even more interesting 

than Hs melodic details. Most listeners in 1926 wou1d probably have 

"e garded the harmonies of the tirst four measures as .. similar 

to the popular song "Sweet Georgia Brown" (1925).6 However, the 

half step drop in root movement ln measure 5 would be quite a surprise, 

as would be the resolution to Db in measure 7, and the dominant E7 

in measure 8. In the second half of this section, Michols repeats 

the four bars of A7, but instead of lowering the root of the chord 

to Ab7 (cf. m.5), he fol1ows it through the circ1e of fifths to 

D7, resolving on G (m.15), a trltone away from the original Db (ct. m.7). 

The Bb in measure 16 has the same function as the E7 in measure 8. 

In thls performance it i8 interestinF to note the Interpretation 

of Arthur SChutt, the piani st. In the first four measures, he p1ays 

the seventh (G) of the chord (A7) quite prominent1y, moving to Gb 

in measure 5. In ne3sure nine he again plays G which again moves to 

Gb (~). Hovever, thi8 time it functions as the third of the chord 

6 In the key of C, the chords for the tirst sixteerr measures 
of this tune vould be: A7/ A7 / A7 / A7 / D7 / D7 / D7 / D7 / G7 / 
G7 / G7 / G7 / C / G7 / C E7//. 
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(D7) whereas in measure 5 it was the seventh of the Ab7 chord. This 

a1teration or substitution of the seventh re1ated by the tritone was 

for the most part disregarded by jazz musicians until the be-bop 

period (C. 1945).7 

In measures 17-34, Nichols plays a solo which is remarkable 

for its c1arity, control, and exploitation of dramatic effects. A 

modest number of blue notes appear in measures 18, 19, 20 and 30; 

the first is microtonal1y inflected, while the others are more 

accurately intoned. In his break (ms. 23-24), Nichols utilizes two 

devices peculiar to brass instruments~ t~e half valve gliss and taIse 

fingering (the same note played with alternate valve combinations). 

The phrase encompassing measures 25 to 28 shows Nichols' use of a 

3/8 pattern within the 4/4· meter. In measure 31, he crowds rive 

equa1 notes into one measure. 

Taken as a who1e, Nichols' solo evidences a great deal or 

thopght and construction without losing the element of swing essential 

to a good jazz performance. Despite such innovative passages as 

the use of repeated notes in measures ~5-28 and 31-34, the conspicuous 

7 In the be-bop era, a favorite practice was to form po1ychords 
trom seventh chords re1ated by tritones. Eg. 
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absence of scales, the dependence on the basic pentatonic formation 

Eb G Bb C (F), and the strong attachmentoto one note CC), Nichols 

demonstrates that he is truly of his time insofar as the general 

characteristics of his style are concerned. Concerning Nichols' 

style and importance as a trumpet player, Barry Ulanov has said: 

He ~ichOl~ played ballads with a sweetness that sug
gests Bix Beiderbecke, although it is not of that unique 
excellence. He plowed his vay through jazz fi~ures with 
a brass authority and rhythmic integrity worthy almost 
of Louis Armstrong. He vas neither a Bix nor a Louis, 
but he vas close enough to each to deserve high nraise, 
and both as a soloist and a leader he maintained jazz 
standards over hundreds of sides that fev other recording 
musicians could equal.-

During the recording of "ThatO, sONo Bargain," Ruitarist Eddie 

Lang must have listened closely to Nichols' solo since his ovn is 

built on similar materia1. Lang begins his solo on the note C which 

vas especia11y prominent in the 1ast fev measures of the trumpet 5010. 9 

Other ~o(row/"9s .ç"-dI1 of similarities to the trumpet solo are: the oreference 

tor the sixth degree (here Eh) of the ?revailin~ key, 3/8 groupings 

vithin the measure (ms. 39-40), and the lack of sca1ar e1ements. In 

measure 47, Lang repeats a tvo measure blues riff three ti~es. Perhaps 

he had remembered Nichols' use of blue notes. 

In measure 52, Ji~y Dorsey bursts torth vith an alto saxophone 

8010 of uncom~on virtuosity. He o~ns his solo vith an unusua1 

rhythmic disp1acement as seen in measure 53. Here, the downbeat 

8 
A History of Jazz in America (New York, 195~), p. 154. 

9 Bote the change in key fron Eb to Db. Thus, the note C 
tunctions as the seventh of the key in its nev contexte In Dorsey's 
solo vhich tOl10ws, the pivotal C beco~es the third of the new key Ab. 



.,.,;.. 
1 i ... , 

us 

seems to come on the fourth beat of that measure. The next three 

measures (ms. 54-56) hover over C, the same note which Nicho1s and 

Lang had favored in their solos. As noted before, th1s solo 1s based 

on the chord progression to "Tiger Rag, '! In measure 60, Dorsey p1ays 

a blues tinged phrase. However, the blues element is not a prominent 

feature of either this &010 or Dorsey's style in general. From 

measures 62 to 67, Dorsey p1ays a series of repeated Ebs which are 

varled in tonal quality either through the use of fa1se fingering 

or by variations in attack. The second measure of the break (m. 69) 

contains virtuosic octave jumps p1ayed with an accuracy many "c1assica1" 

saxophonists would admire. 10 Measures 78 to 64 contain some of the 

most remarkab1e music encountered 1n this entire performance. An 

uninterrupted string of eighth notes played for six measures in one 

breath attests to Dorsey's instrumental technique and control. Leonard 

. Feather has tried to compare this solo to the style of the great 

be-bop saxophonist Charlie Parker {1920-l955).1~ However, one again 

notices a lack of scalar material, and when one realizes that most 

ot thls solo (lncluding ms. 78-64) ls built on arpeggios, alternating 

tones and repeated notes, the analogy to Parkers ~tyle becomes.a bit 

10nBeebe" {1929~a more extended example ot Jimmy Dorsey's 
virtuosit~may be heard on Thesaurus ot Classic Jazz, Columbia (record 
No. C4L-1S). This solo has also been pUblished by Robbins Music, 
Nev York. 

11 Leonard Feather, record notes to Chronlcal of Music : Jazz 
ot the Tventies, Decca (record No. DCM 3214). 
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12 
simplistic. 

As evidenced in almost every measure of this performance 

of "That's No Bargain," interesting ways are found to expand the 

resources of jazz: for example, the accompaniment to Dorsey's solo, 

in which percussionist Vic Berton switches from the usua1 drum set 

to tympani. Something such as this must have been quite exciting 

to the intereste~ listener in 1926.13' Berton's use oftympani does 

more than supply a novel effect in measures 84-85. This passage 

has an important structural function in that it carries the modulation 

trom Ab to Eb. 

The main tune for "That's No Bargain" finally appears in 

measure 86. Concerning the unique rhythmic construetion of this 

melody, Frank Driggs has written that 

12 

"That's No Bargain" broke nearly al1 the Tin Pan A1ley 
ru1es of the twenties and made them love it. These 
rules were primarily, 'you gotta give them something 
they can whistle ••• it must be a simple rhythmic con
struction, no uneven bars ••• 1' This was the type of 
music that made Red and Miff famous, not the later 
more commercial big band recordings. This composition 
vas unique because it was at once simple and complexe 

Evidently, Dorsey's saxophone solo vas greatly appreciated 
and imitated by aspiring saxophonists in the late 1920s and early 
19'Os. Dorsey himse1f must have enjoyed i~ since he recreated the 
same solo on a 1927 Paul Whiteman (1890-C. 1966) recording of "Vhiteman 
Stomp" and on a 1930 recording vith Spike Hughes in Eng1and. 

l'serton, a child prodigy, "was chosen by Igor Stravinsky 
as percu~sionist for Vest Coast performances of L'HiEtoire du soldat." 
Feather, Encyclonedia of Jazz, p. 135. 
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Melodically and harmonically it was simple and rhythmically 
it was complexe It has an even number of bars but it 
sounds uneven, yet with a good beat throughout. Hardly 
anyone could whistle it correctly, even after several 
hearings, but it al ways invites relistening. Whether 
Red's music studies carried him beyond advanced instru
mental work into the writing crafts of harmony, counter
point, composition, orchestration and musical form is 
not known, but he had an innate sense of these skills 
that was impeccable. 14 

The next" chorus (m. 102) features a piano solo by Arthur 

Schutt. In his solo Schutt further emphasises the hemiola rhythm 

of the tune, especially at the bridge (m. 110) which not only con

tinues the 3/4 distribution, but contains a chord progression which 

moves through the circle of fifths. As evidenced by numerous 

recordings, Schutt had developed a jazz style which was both 

rhythmically and harmonically unique. However, this chorus must 

not be mistaken for an improvised solo. On the Harmony recording, 

Schutt plays an identical solo chorus. His solo should actually 

be considered as a "vritten" section vhich serves a definite function 

in the vhole composition. 

A clarinet solo follovs in measure 119. The chords here 

are based on the verse of the tune (cf. m. 1). In comparison vith 

his saxophone solo, Dorsey's clarinet solo is not as exciting. Here, 

he stays near the original melody, perhaps because the chord progression 

or this section ls more comp1ex than that. in vhlch he played saxo-

phone. Dorsey retains the flowing eighth note style of his earlier 

solo but perhaps due to a bad reed, bis clarinet squeaks on severa1 

l4Record notes for Thesaurus of Classic Jazz, pp. 10-11 
(unnumbered). 
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notes. Despite these flavs, Dorsey was a competent clarinetist as 

his playing on other parts of this record show. 15 

The penultimate chorus features Berton's cymbals played against 

a stop time "riff" in the horns. Here he plays an interesting variety 

of syncopated rhythms, some of which are based on the original tune. 

The final chorus extends the riff idea while the break (ms. 159-160) 

returns to the syncopated hemiola of the tune. Measures 165 to 170 

alternate in volume from forte to piano, thus dispelling the notion 

that jazz musicians always play at one dynamic level. The performance 

ends with Vic Berton imitating the final riff on the drums. 

A subsequent recording for Harmony of "That's No Bargain" 

includes trombonist Miff Mole, who, as did the musicians discussed 

above, brought proficient technique on his instrument to jazz. While 

Mole did not have the pure tone of a Tommy Dorsey nor the powerful 

blues style of a Jack Teagarden. (1905-l965~ he nevertheless developed 

an angular style of trombone jazz which has only recently found new 

adherents. 

In evaluating Red Nichols' position in the development of 

jazz, Leonard Feather's comment might apply to the entire white Nev 

York jazz scene. Feather says that 

some critics feel that the music or the Nichols group 
vas a brittle, shallov brand of jazz, in comparison 

15,s many pictures ot early jazz bands indicate, reed men 
at this time doubled on a great variety of instruments. See Orrin 
Keepnevs and Bill Grauer, editors, A Pictorial History of Jazz (New 
York, 1955). 
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with the searing warmth of the Olivers and Dodds". Yet 
ft swung in its own way, and the improvisations vere 
in some respects comparable in their harmonie, melodic 
and rhythmic approach.16 

16Record notes to Chronicle of Music : The Av.e or Jazz. 
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VII. Negro Jazz ln Harlem. N"ew York 

The Negro jazz musician in New York has a long history, more 

varied and more influential than his compatriots in New Orleans and 

Chicago. This is due of course to the fact that New York is one 

of the entertainment capitals of the wor1d. 

In Jazz ; A History of the New York Scene, Samuel B. Charters 

l' and Leonard Kunstadt 'trace the origin of jazz in New York back to 

the turn of the century. A minstrel recording made there in 1909 proves 

that an embryonic jazz style developed in cities other than New Orleans • 

Gunther Schuller has categorized early Negro jazz according 

2 to geographical styles. According to him, New Orleans musicians, 

influenced by the blues and such extra musical factors as the slower 

pace of Southern rural life, play strings of eighth notes in a loping 

style, most easily notated as triplets or in 12/8 time. Negro musicians 

in the MiG-and Southwest however, vere greatly influenced by ragtime 

and shoved a fondness for marching and concert bands. Thus, they 

tended to play eighth notes evenly in what Schul1er considers "an 

3 uncomfortably primitive, stiff manner." Nev York musicians had yet 

their own manner ot interpreting eighth notes. Since Nev York at that 

time vas the cultural center of America, opportunities vere plentiful 

1 Hev York: Doubleday, 1962 •. 

2Early Jazz (Nev York, 1966), p. 257. 

:5 Ibid., p. 257. More on jazz in the Mid and Southvest vill 
be found in the next ehapter. 
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for hearing European "classical" music. Thus, perhaps in an effort 

to imitate this music, Harlem musicians and commercial white musicians 

tended to play strings of eighth notes as dotted eighths and sixteenths 

(.r:ï ), employing very 1ittle of the legato articulation which was a 

strong characteristic of the New Orleans style. 

One of the earliest and most enterprising of Negro Harlem 

musicians was James Reese Europe (1881-1919). Europe founded the Clef 

Club in 1910, an organization which united Negro musicians in New York, 

thus r,aining for them the power of collective bargaining and increased 

job opportunities. The Clef Club also put on concerts featuring Negro 

religious music, ragtime, popular soloists, and minstrelsey. After 

4 a· successful concert at Carnegie Hall in 1914, Europe left the 

Clef Club and joined the famous dance team of Irene and Vernon Cast1e 

as their musical director. In 1913, Europe made his first recordings 

for Victor, the tunes "Too Kuch Mustard"5 and "Down Home Rag." 

4In describing the orchestra which Europe had assemb1ed for 
the Carnegie Hall concert, Charters and Kunstadt in Jazz : A History 
of the New York Scene, pp. 31-32 note that "the orchestra was almost 
too large for the stage at Carnegie Hall •••• There vere forty-seven 
mandolins in the orchestra - thirty first mandolins and seventeen 
second mandolins. A fev of the musicians vere playing bandores, a 
related instrument •••• The 'harp-guitar', a guitar vith seven additional 
bass strings, vas also very popular •••• There vere twenty-seven har~ 
guitars in the orchestra. There vere eleven banjos, eight violins, 
one saxophone, one tuba, thirteen cellos, tvo clarinets, two baritone 
horns, ei~~t trombones, seven cornets, one typano, five traps,and 
tvo string basses. Thirty pianists ••• took turns playing the ten 
pianos that lined the back of the stage. Also there vere a number 
ot comedy and dancing acts and the church choirs." 

5This performance ls included on the tape which accompanies 
this thesis. 
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The following statement by Charters and Kunstadt describes 

very colorfully- how this music sounds on recordings. 

Despite the poor quality of the recording techniques the 
exuberance of Europe's orchestra comes through. Men 
are shouting back and forth, instruments are playing the 
lead in unison, giving it ~ack and forth, trying to outdo 
each other in variations. Usually the melody is played 
straight by the clarinet and violin until the last choruses, 
when one o~ the other begins to play rhythmic figures 
behind the melodic line. Unfortunately the brass instru
ments were placed in the background, so there is only a sug
gestion of Ztrumpeteil Cricket Smith's playing, gut the 
excitement of the others is almost overwhelming. 

Other Harlem musicians who he1ped form the early jazz style 

in New York were Will Marion Cook (1869-1944) and Wilbur Sweatman (1882-

C. 1964). These men brought Negro music to the attention of white 

audiences. Kowever- they did not play a large role in the further develop. 

ment of New York jazz. 

In the period from 1923 to 1932 Fletcher Henderson (1898-1952) 

-and Edward "Duke" Ellington (1899) 1ed bands which have since been 

considered among the finest examples of Harlem jazz banas during~ha~ time. 

Both men worked as pianists, arranged and cooposed, staffed their bands 

with the finest and most inf1uential jazz soloists, and were primarily 

responsible for the develop~ent of the big band. However, the dis-

similarities of these men and their experiences account for the vastly 

different kinds of music they produced. 

Fletcher Henderson ca~e from a musical faoily and since his 

parents were more affluent than most Negroes at that tl~e, they vere 

6 Charters and K~nstadt, Jazz : A HistOTV of the New York Scene, 
pp. 38-39. 
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able to send him to Atlanta University.7 Here, the young Henderson 

majored in chemi stry and mathe!!latics. In 1920 he went to llew York 

to do postgraduate work( however, !!lusie proved to be st ronger a:~traction t:han 

math and science. After working for several record cO!!lpanies as a 

8 pianist accompanying blues singers, Henderson formed a band to play 

such popular night spots as the Club Alabam, and the Roseland Ballroom 

in Har1em. 9 Among the many musicians who played in Henderson's.band 

during this time were: trumpeters Louis Armstrong and Tommy Ladnier, 

( ) trombonists Charlie Gree.nand Jimmy Harrison (1900-1931) 

and saxophonists Don Re~an (190n-C. ~967), Benny Carter (1907) and 

Coleman Hawkins (1904-196q). 

Un!ortunately, Henderson was not a very de!llanding band1eader. 

Discipline in the band was poor, which resulted in performances which 

vere "sloppy": good intonation and rhythmic cohesion were 

7Many Negro musicians who were associated with the Harlem schoo1 
studied at or held degrees from institutions of higher learning. A!Ilong 
them: Don Redman (1900-C. 1967) - Storer's co1lege and conservatories 
ln Boston and Detroit, Coleman Hawkins (1904-1970) - Washburn College; 
Benny Carter (1907) - Wi1berforce University; Teddy Wilson (1912) -
Ta11edega Co11ege; Walter Page (1900-1957) - Kansas State Teache~Co11ege; 
Ji~ie Lunce!ord (l902-1947) - Fisk University. Source: Hsio Wen Shih, 
"The Spread o! Jazz and the Big Bands", in Jazz, edited by Nat Hentoff 
and Albert HcCarthy, (New York, 1959), p. 178. 

8 . Among the singers Henderson accompanied were Ethel Waters, ; 
Bessie Smith and "Ma" Raine,.. See: John S. Wilson, "Fletcher Henderson" 
ln The Jazz Makers, edited by Nat Shapiro and Nat Hentof! (New York, 
1957), pp. 218-231. 

9An index of "Harlem Jazz Spots Then and Now" may be found 
ln Jazz Odyssey Vol. III, The Sound of Harlem, Columbia (record No. C3L 
33), Il unnumbered pageS Text by George Hoefer~ 

l ., 
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,. sometimes lacking. More imoortantly, this lack of discipline caused 

~: ( 
~ Many musicians to leave the ranks of Henderson's organfzation. The 
< 

~: 
~. 

t 
{ 

«) 

resulting fluetion of per~nel might have meant that a new musician 

in th~ band who had not learned his part properly might have been the 

" i cause of a "SlOPllY" performance when the band had an opportunity to 

~ 
f r 
J; 

record. 

Henderson contributed to the development of jazz by enlarging 

the basic "front Une" instrumentation of trumnet, clarinet, and 
". 

trombone to sections of trumpets, WOod':I.1nd·s· and trombones, and by 
~: 

providing written arrangements for the band to read. The' exact extent 

li," of Henderson's contribution to the history of jazz arrangements cannot 

be fully ascertained1
, for recent researeh has shown that saxophonist 

,. 

, 
"" '. 
1 

Don Redman wrote Many of Henderson's early arrangements, and also 
,;: , 

because the band sometimes performed'''head arrangements." Unlike earlier 

collective improvisation, where each musician weaves an inde pendent 

-, part, in a head arrangement, whole sections follow the lead player, 

harmonizing or playing in unison a particular riff or melodic line 

known to aIl. Either the entire band could play the' same rhyth~ic line, 

or each section could onnose the others as in a calI and response nattern. 

Regardless of what man or men vere res~ons1ble for the arrangements, 

vritten or olayed by ear, the k1nd of big band jazz discussed here 1s 

usually refered to as the "Henderson style." 

Of al1 the recordings made by Henderson's band, the several 

versions of "King Porter Stomp," written by Jelly Roll Morton, are the 

most tyoical of his style. At least three d1rr erent recordings vere 
( 
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made of this tune, and according to Frank Driggs, each one was a head 

10' 
arrangement. 

In 1935, Henderson joined Benny Goodman's big band and by 

ut111zing what he had learned in more than a decade as a band1eader, he 

lI. wrote arrangements which set the style for Goodman's band. Among 

these. was an arrangement of "King Porter Stomp'~, based on the earlier 

head arrangement mentioned above. 1 was fortunate in being able to 

10cate a published version of this arrangement "as played by Benny 

12 Goodman and his orchestra." Basically it follows the same formula 

as that used when Henderson first recorded the tune in 1928. The 

following ex~ple il1ustrates the format of Henderson's ear1y recordings 

and his arrangement for Benny Goodman's band of "King Porter Stomp." 

1/ 

10See : A Stud in Frustration : The Fletcher Henderson Stor , 
Columbia (record Uo. C4L-19. Doc~ented by Frank Driggs. Two or 
the three per!oroances, dating !rom 1928 and 1932 (the third dates 
rrom 1933) are included on the tape which accompanies this thesis. 

11nVithout Fletcher 1 wou1d probab1y wou1d have had a pretty 
good band, but it wou1d have been quite di!ferent from what it eventual1y 
turned out to be." Benny Goodman and Irving Kolodin, The Kin~dom o! 
Swing (New York, 1939), p. 162. 

12 . 
Published by Melrose Music C. 1939. 



Ex. 39. Formai divisions of three versions of Henderson's 
arrangements of "King Porter Stomp." 

~ 1928 VERSION rot 

Structural Intro. 'A' 'B' 1 'C2, ,c3, 'C
4

" 'D. ' Tag divisions Ina:r - 'C ' 

Instrumentation trp .. trp. sax trp. Tutti trp. clar. trb. Tutti Tutti 

Number ot a: 16 16 4' 16 16 16 16 16 2 measures 

Key V/A.b Ab F- V/Db Db Db Db Db Db Db 

1932 VERSION 

Structural Intro. 'A' !n~gr- 'c 1" 'C2, 'C3 , 
divisions 

, C4, , C5 , 'C6, 'D1 , , D2, Tag 

Instrumentation trp. trp. 'l'utti trp. sax trb. trp. trb. trb. Tutti Tutti Tutti 

Number of 8 16 4 16 16 16 16 16 16 16 16 2 
measures 

Key V/Ab Ab V/Db Db Db Db Db Db Db Db Db Db 

PUBLISHED ARRANGEMEN'l' (C. 19'8) 

Structural Intro. 'A' Inâer .. ':C 
1, , C2 , , 03, 'C

4
" ':C5 , ID 1 , t D2, 'l'aB 

divisions u 8.\ .' 

Instrumentation trp. trp. 'l'utti saxe13 sax trp. trb. 'l'utti Tutti Tutti 'l'utU 

Number of 
measures 8 16 4 16 16 16 16 16 16 16 2 

Key V/Ab Ab V/Db Db Db Db Db Db Db Db Db 

~~' "-
~',:r,' '_,'.:;_,' 
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As seen from the above exemple, Henderson only slightly changed 

the format developed in the earlier head arrangements. The following 

example, taken from the publi shed arrangemen t of "King Port er Stomp;' 

illustrates the typical "Henderson formula" of pitting the brass and 

saxophone sections against each other. 

Ex. 40. Henderson' s arrangement of "King Porter Stomp." 

r--
~ ~ r-

~ 1, l ,.... l ,-.. 
f -_911 Jt i 

-Cl -III - • =i~ - • Brass= :3 trps., 2 trbs. 

r--'" ,..--. 
, 1 L --Saxes= A,A,T,T. ~ 1 

Ob- Gb' C;9 O ~~ \)\,-
1 • t 

• 

.r 
Rhythm= Piano, banjo, bass, drums. 1 - • 

~ 
~ 

l \ l ,...... .. 
r 

1 ~ ... 
1" - .. :; 

- ~ , , l ..-

~- • 
. 

G~' G~o t>~ t>b- bb' 
• • . 

I t.. 

- r - , , 
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The styles of the soloists in Henderson' s band general-ly con-

form to the style of jazz improvisation played elsewhere in the United 

States during the late 1920s. The soloists_ in Henderson's band were 

imitated not so much because they vere distinctive or innovative, 

but because th~ Y brought to near perfection a style wh1,.c;h, thoup.;1:1 "~traight-

forward, vas exciting an9 swinging. 

Among Henderson's soloists, particular mention must be made 

of tenor saxophonist Coleman Hawkins. Hawkins had been vith Henderson 

from the 1920s, accompanying blues singers. In Most early recordings, 

Hawkins played in a particularly "corny" fashion, using such effects 

as "slap-tongue" and a staccato articulation. l' As he matured, Hawkins 

outgrew this style and went on to become a greatly respected and highly 

14 influential saxophoniste 

Hawkins improvised in an extremely vertical (harmonic) fashion. 

-His solos consist mainly of arpeggiated Melodies, usually outlining 

the underlying chord progression, and covering the entire range of 
" , 

the tenor saxophone from its written low Bb to F , three and one balf 

~tavesabove. Even in his earliest efforts, Hawkins exhibited a full 

rlcb tone, and as be gained greater mastery of his instrument, he 

deve10ped a complementary wide vibrato. 

In bis rhythmic construction, Hawkins emp10yed botb a "hot" 

driving approach, and at times, especla1ly in his later ba1lad style 

l'Cf. Hawkins solo on "CoCle on Baby" recorded in 1928 (reissued 
in The Fletcher Henderson StOry). 

l4See Albert J. HcCarthy, Coleman Hawkins (London, 1963). 
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(c. 1939-l9b'i), a lagging, "cool" approach. 

Many of the characteristics discussed above may be seen in the 

fOllowing examp1e of Hawkins' solo on "King Porter Stomp;' recorded 

in 1932. and transcribed by Gunther Schu1ler. 15 In this solo, blue 

notes are rare (cf. Cb in m. 12) and there 1s an abundance of diatonic 

sevenths and ninths (m.l-Ab; m.3-F, Ab; m.9-F; m.12-Eb; m.13-F), which 

impart a rich harmonie flavor ta his improvised solo. 

15Early Jazz, p. 278. This performance 16 included on th~ 
tape whlch accompanies this thesis. 
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Ex. 41. Hawkins' solo trom "King Porter Stomp" - 1.932 version. 
l ' 

......... --. q-.. -. .. 

. -.. . - . -,. .. _ .. _-.- .. -

• 
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Also notable in this solo is the lack of repeated melodic 

patterns ("rifts"), and the use of scales or scale seements. In the 

former aspect, Hawkins was more advanced than contemporary soloists; 

in the latter aspect, he shared a characteristic common to jazz impro-

visation at that time. 

In direct contrast to the accomplishments of Fletcher Henderson. 

is the achievement of Duke Ellington. Although born in Washington, 

D.C., Ellington became associated with the Harlem jazz scene in 1923. 

As a yout·h, he studied art and music, distinguishing himself in both 

these fields at an early age. However, as with Henderson, music became 

the primary force in Ellington's lite, and he embarked on a career which 

has been among the longest and most distinguished in jazz • 

Ellington's earliest work in New York was not in the dance halls 

in which most jazz musicians began their careers. Rather, he and his 

band played in nightclubs which featured singers and stage dancers. 

Often the nightclub shows were elaborate revues in which a particular 

theme, usually focussed upon some aspect of Negro culture, dominated 

the entire production. In 1924, Ellington wrote a revue, Chocolate 

Kiddies, which, while it never made Broadway, ran ~or two years in 

16 Germany. Thus, the requirements for the kind of music which Ellington 

and bis band were ob1iged to produce we~e quite ditterent trom the 

demands oade on most other jazz musicians.17 

16 
Leonard Feather, The New Edition of The BncYclopedia of Jazz 

(Nev York, 1960), p. 191. 

17 
Several full length books on Ellington have be~n published. 

Among them are: Barry Ulanov, Duke Ellington (New York, 1946) and Duke 
Ellington : His Life and Music, various contributors (London, 1958~ 
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The.' musicians who played in Ellington' s f'irst bands consistent1y 

~roved to be soloists of high ca1iber, possessing unique, inimitable 

styles. Men like trumpeters James "Bubber" Miley (1903-1932) and 

Charles "Cootie" Williams (190S), saxophonists Johnny Hodges (1906-1970) 

and Harry Carney (1910), c1arinetists Barney Bigard' (1906) and Jimmy 

Hamilton (1917), trombonists Joe "Tricky Sam" Ilanton (1904-194S) and 

Lawrence Brown (1905), bassi st s ~!e1man Braud' (1891-C .1962) and J immy 

B1anton (1921-1942), and ~ercussionists Sonny Greer "(190;) and Sam 

Woodyard (1925) deve10ped high1y individual styles which E11ingtorr 

masterfu11y combined into a band of subt1e effect and startling ~ower. 

The comn1exity of both E11ington's band as a whole, and the 

style of his indfvidua1 soloists are far to broad to be discussed here. 

If ever an American composer deserved to have his comp1et~ works 

co11ected and studied, that man is Duke E11ington~S 

In lieu of such a stuày, 1 wish to point out severa1 examples ot 

El1ington's art, and to relate them to the main currents of ja7.z a1ready 

cliscussed. The fo1lowing examples o.f "Black and Tan Fantasy," transcribed 

by Roger Pryor DOdge',19 i1lustrates some of the characteristics of 

Elltngton's early brass soloists, Jo~ Xanton (trombone), Jabbo Smith, 

and Bubber Mile1 (trumpets). 

l~or one of the MOst thorough studles of E1lington's early 
style, see Gunther Schul1er, Ear1y Ja7.Z, ~p. ;18-;57. 

l~rpstchords and Jazz Trumrets," in Frontiers of Ja7.7, 
edited by Ralph de Toledano, 2nd edition (Hew York, 1962), pp. 26-27. 
Tvo versions of this comnosition are included on the tape which 
accom~antes this thesis. 
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Ex. 42! Solos by Joe Nanton and Jabbo Smith 
on "Black and Tan Fantasy" - Columbia version. 

"",,~e , ~~_ l: b-

U~b e JI! 0 \ J { J ID' \ lq j, ,'qlq 

. E~ tr: ~b 1'7' 3l J )1 ij l fa. i , .ô m J i \J. b J@ tb 1 . ..-

\ 2.0 F~:I I~ 1..'( al El s LW t.gj J 41 In 1ft) *l tH 1) .!l!J tJij~.I1 
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Ex. 42. Bubber Miley' s solo on IIBlack 
~ And Tan Fantasy"- Victor version. 

l~~Crse\ !J't" - -- --- - - - - - _ -: 6"1 

@ J 1\ 0=1 0--: I~"" 1 ~ Ifu l ~tJ b :an 
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The tune IIBlack and Tan Fantasy" was recorded at least five 

20 times by Ellington in 1927. The two versions notated above are 

part of the same overall format, except that in the Columbia version, 

the first twelve bar chorus is played by Nanton. According to Dodge, 

the tune was based on a hymn, Stephen Adam's "Holy City.,,2l Actually, 

the tune as played by Ellington is a twelve bar blues, and not a sixteen 

bar tune as vas the original hymne While the tune 16 played in Bb minor, 

the solo choruses are in Bb major. 

Both Smith and Nanton use "plunger mutes" to obtain a growl 

effect which Ellington often incorporated in his music to represent 

" "jungle sounds' of far off Africa. Nanton, in the Columbia version, 

works his way from Bb' to Bb chromatically, in the fourth and fifth 

measures. He uses not only blue thirds and sevenths, but the blue fifth 

as weIl. Smith enters in bar 13 with an animated trill and sustains 

this mood for the next four measures. He uses fewer blue notes than 

did Nanton in the preceding chorus. 

In the Victor version, Miley plays both choruses. The use of 

the sustained tonie was probably inspired by Nanton's solo on the 

Columbia version discussed above, but it has been extended from three 

to four measures. Miley then 1aunches into an ornate flurry of notes, 

20 Probably no band ever record~d the sa~e son~ more , . -
otten in one year s time.: See: Brian Rust, Jazz Records A-Z : 1997-1931 
2nd edition (Middlesex, England, 1962), pp. 195-196. In 1928, E1lington's 
band part1cipated in an ear1y sound film entit1ed Black and Tan Fantasy. 
(Rust, p. 199). 

21 . 
de To1edano, Frontiers of Jazz, pn. 26-27. In his essay, 

Dodge erroneously ascribes Smith's solo to Miley. 
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incorporating a great many more blue notes than he did ln his solo 

prev10usly examined. Perhaps again in imitation of Nanton's solo 

on Columbia, Miley makes extensive use of the blue fifth. The second 

chorus in particu1ar (m.13), begins vith a jarring E~ which, when 

combined with the grovl, produces an almost macabre effect. From 

measure 16 to the end of the chorus, Miley uses.fever blue note~wh1ch 

nicely balances the static sustained Bb vhich opened the solo. 

None of the soloists discussed above adhered very closely to 

the cont~urs of the original melody. It appears that their solos are 

der1ved from the traditional harmonie foundation and melodic figurations 

of the blues. It 1s interesting to note that Nanton's solo is more 

hor1zontally (linearly) constructed than Smith's or M11ey's. Hovever, 

this may be due to the natural technical limitations of the trombone. 

Dodge, the transcriber, askeè Miley how he constructed a jazz 

. solo. In his reply, Miley said that be needed 

the strictest beat and at least a three part harmony. 
Though the piano could give him this, he was alvays 
better, hovever. vith the orchestra and its back~round 
ot drums, etc. 22 

Dodge then ~oes on to note that 

22 

vhe~ the academy nov might be able to compose parts 
like this, vrite them down and vith a little shaping 
make something very inventive, no folk artist could 
do 80._ Ve can nov unde'rstand hov a person like Duke 
Ellington vas indispensable to Miley - "When l ~et off 
the Duke is alvays there." The Duke's cooperation, in 
tact, inspired Miley to the best york he ever did and 

de Toledano, Frontiers of Jazz, p. 29. 
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neither of them sustained very well their unfortunate 
parting of ways. The Duke has never since touched the 
heights that he and Bubber Miley reached in such records 
as East" St. Louis Toodle-O, Flaoine: Youth. Got everythinp; 
But You. Yellow Dog Blues, etc~, etc. - and of course the 
man y Black And Tan Fantasies. The sudden and tragic death 
of Bubber Hiley put a stop to his career before he was 
th~rty - though, ... li thout the guidance of the Duke, who 
is a real Diaghileff in a small way, perhaps he would have 
slipped back ... :ards too.~3 

Despite the lo:;s of 1-1iley, Ellington was able to enlarge his 

band and continue to mature. The jungle style, often displayed on the 

earlier recordings, was refined until i~ became the Ellin~ton style. 

Also, Ellington became interested in writing compositions and arrange-

ments which exceeded the limits of the standard three minute recording. 

Fortunately, recording companies issued some of these compositions by 

continuing the performance on the second side of the record. Some of 

the se early extended performances are "Tiger Rag," parts one and t'tlO, 

recorded in 192~ and two versions of "Creole Rhap~ody" parts one and 

24" 
two, recorded in 1931. 

Ellington's early style has been carefully discussed by Gunther 

Schuller in his book Early Jazz.
25 

However, Schuller concentrates more 

on the orchestral qualities of Ellincston's music,~han mthe improvisattona1 

style of his s010ists. 

Turning to a recording of "The Shiek of Araby" (1921) made in 

May of 1932, l wish to point out some of the characterlstics of jazz 

23 
de T01edano, Frontiers of Jazz, p. 29. 

24 See: Rust, Jazz Records. 

25New York, 1963, pp. 318-357. 



26 
improvisation which E11ington's musicians used at that time. 

1.38 

After a four bar introduction, trombonist Lawrence Brown 

takes up the theme, but imr.;ediately. begins to emb'elli sh i t. Brown' s 

solo encompasses the range of two octaves and a sixth and employs a 

variety of rhythms from strings of eighth notes (ms. 13-14, 19-20) to 

an unusually rare use of quarter note triplets. The triplets are first 

introduced in measure 15, span three measures from measure 21 to 21 and 

return for a last time in measure 27. Brown makes only occ~sional use of 

blue notes (ms. 10, 34), remaining for the most part close to the chord 

tones. Other interesting features of this solo are the deft octave 

leaps in measures 25-26 and 29-31, and the hieh Bb (ms. 32-34) on 

which Brown opens his vibrato until it becomes a wide trille 

In the second chorus, the sax section states the original 

tune in a canner approaching parody. At the same time, trombonist 

Joe tlanton, comments in the background. As in his solo on "Black and 

Tan Fantasy", Nanton plays in the grovl style, but here the effect 

is far more subtle. His solo is sparse compared to that of Brovn's, 

and does not in any vay compete with the latter~ solo. 

The third chorus consists of an ornate soprano saxophone 

solo by Johnny Hodges •. Here, evidence ofanew jazz style is readily 

apparent. Hodges solo consists almost ~ntirely of eighth note runs, 

26This performance ls included on the tape which acco~nanies 
this thesis. The transcription appears in Appendix 1. Source for 
the transcription: F. von Fischer, The Variation (Cologne, 1961l pp.19-23. 
Transcribed by Dr. med. Leon Nencki (Bern). Notes on pp. 91-92. 
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interspersed with arpeggiated flourishes. There is a great deal of 

unit y present in this improvisation. The opening figure: 

a1so appears as 

Ex. 43. Motives from Hodges' sol~ on "The Shiek." 

".~'\ 

&iJ 
9, 15 

A nev motive 

also appears in measures 78, 81, and 82; and a third idea 

, 
~, 

rI M.,g' 

~I g 
occupies measures 73, 74, 97 and 98. Also of interest is a wedge-like 

motive which first appears in measure 85 and again in measures 91 and 

92. Hodges' solo gives one the impression of a more linear approach 

to improvisation than has been observed in previous transcri~tions. 

yet,on the whole, there are no scale fragoents, and Most of the solo 

consists of arpeegiated chords. 
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At measure 99, the four measure introduction is repeated. 

The final chorus begins in bar 103 "rhere the entire band joins forces 

to build a climactic ending. This May be the only chorus of t~e 

performance that was actually arranged, the other choruses being 

"head" arrengements. In this final chorus, the b~ass section plays 

"marching" quarter notes in block harmony ageinst legato, sustained - .. 
saxophones. Stanley Dance. has suggested that "Duke conceived the 

unusual idee of having the brass play chords like a rhythm section."V 

1.'hi1e many other Harlem musiciens and bands contributed to 

the development of jazz in the 1920s and 1930s, the music of Henderson 

and Ellington represented the peak of this development. In 1936, 

Benny' Goodman (1909) made a commercial success almost overnight, lIith 

his new big band the stage vas set, on the pilIers of Henderson's and 

IDington 's innovations, for the era of the big bands. 

27The Ellington ErR: 1927 - 1940. Du.1..ce EllinP."ton and His 

Fmnous Orchestre. Volume One. Columbia Records Booklet (Ney York, 

1963), p. 12. 
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VIII. 
. 1 

The "Territory Bands" and Earlv Jazz Piano Styles 

The Territory Bands 

As shown in the first two chapt ers of this thesis, the prede-

cessors of jazz, ragtime and blues, more or less combined in New 

Orleans to form a new kind of Negro music. The blues developed rather 

independently, not only as a vocal art, but pianisticall, as e~idenced 

by the boogie-~oogie pianists to be mentioned later, and orchestrall~ 

in bands which played little other than the blues. Ragtime also 

extended beyond the place of its origin but to a much smaller degree 

than the blues. Ragtime found some amount of continuation in the Harlem 

stride school, also to be mentioned later1 but its essential character-

istic, that of a composed music, had practically vanished by 1920. 

However, ragtime did enjoy a degree of popularity in Southwestern and 

Midwestern United States in an orchestral form, as concert a~d marching 

bands in that area were popular during the early years of this century 

as they are today. Thus, there was a dominance of the ragtime style 

over the blues in these areas. 

Documentation of the development .. of jazz outsi de the three 

main cities, New Orleans, Chicago and New York is sketchy due to the 

lack of recordings made in those areas. Hovever,the tact that some records 

1 The term territory band refers to those organizations which 
played a circuit or territory co~sisting of several cities, often in 
adjoinin?, states. Those states in whicb such ba~ds vere popular are: 
Illinois, Tennessee, Arkansas, Texas, Oklahoma, Missouri, Nebraska and 
Kansas. 
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were made has attracted the attention of jazz musicologists, thus 

opening a whole new area for jazz studies. Among the scholars working 

in this area, Franklin S. Driggs has written the first attempt at a 

comprehensive study of this music in an essay enti tled "Kansas Ci ty and 

the South",est. ,,2 The fol10wing statements by Driggs indicate some of 

the characteristics of the music which developed in this area. 

In ragtime the riff was born, and the repeated musical 
phrase became the foundation for Many of the Most famous 
Kansas City and Southwestern compositions •••• The ear1y 
Southwestern bands used 2/4 rhythm, ",hich was standard 
in New Orleans, and they tended to play in the noly?honic 
ensemble style also associated I, .. i th lIew Orleans' •••• By 
1927, ••• brass and reed sections ••• played har~onized solo 
1ines, whi1e occasiona1ly ai10wing an individual soloist 
four to eight bars on his o .. m •••• Written arrangements 
came in around 1926 and 1927 •••• Other bands ••• were 
experimenting with string bass and using the more f10wing 
4/4 rhythm. Orchestral devices such as the "chase chorus," 
which wou1d occur whenever ••• two musicians wou1d solo 
a1ternate1y for four bars; reed harmonizing behind a tink1y 
piano'chorus; and riffing behind a soloist were devices 
used with great frequency durin~ the 1ate 1920'5. The 
rhythm sections b1ended so we11 that they seemed to speak 
as one unified voice. 

The Southwestern musician tended to be wel1 educated 
musica11y •••• The solo line played by the New Orleans 
musician was, as a resu1t of his po1ypbonic ensemble work, 
fair1y simple and stayed close to the melody of whatever 
tune vas being played. The solo line of the Southwestern 
musician tended to be more complicated, and by the end of 
the 1920'5, more t10wing; in some advanced cases, he empla,yed 
chord sequences rather than the melody as the bas1s of his 
solo. Saxophonists Lester Young Lï909-l95i7 and Buster Smith 
Lï90!7 are two choice examples of musicians vith floving 
solo lines, who oiten 100ked towards chord patterns as well 
as melody. Smith can be heard on an extremely rare 1929 
recording by Valter Page's Blue Devils, playing both alto 

21n l!ll. edited by Hat Hentott and Albert McCarthy (llev York, 
1959), pp. 189-230. 
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and clarinet in a f10'tling style that was to be dis
seminated aIl over the wor1d more tgan a decade later by 
his chief disciple, Charlie Parker. 

Gunther Schuller has also done considerable research on the 

Southwest, concentrating more on the musical aspec~ and citing examples 

of individual performances. His cOr.Jments regarding "the neg1ect of the 

Southwest tradition" by recording companies and jazz scholars l!1ight also 

apply to jazz developr.lents in the 1-1idwest, Far Wes~ and Canada as well. 4 

"Elephant Wobble)' as recorded by Benny Moten (1894-1935) in Kansas 

in 1923, serves as a prime examp1e of earlY jazz in that area. 5 When 

compared with any of the 1923 recordings by King Oliver's Creole Jazz 
. 

Band discussed in Chapter IV, Hoten's performance seems stiff and 

inhibited. This is mainly due to the even eighth note figures played 

in the rhythm section and in the staccato articulation of the front l1ne 

6 instruments. 

As was also true of the Original Dixie1and Jazz Band, Hoten's 

band at this time had littla under~tanding of the bltles~ The following 

transcription of the trombone, trtimpet, clarinet~and banjo solos 

Il1ustrates this facto 

'Driggs t in Hentoff and McCarthy, Jazz, pp. 19l-l 9? 

4See Gunther Schuller, EarlY Jazz (liev York, 1968), pp. 279-317. 

5Th1s performance i8 included on the tape which accompanies this 
thesis. The personnel of the band is: Lamar WriBht (1912) trumnct, 
Thamon Hayes (?) trombone, Herman '-'aIder (?) clarinet, Bennie Hoten 
piano, Sam Tall (?) banjo, and Villie Hall (?) drums. Most of these 
musiciens are obscure and little is known about their lives. 

6Compare this performance vith those of Scott Joplin and the 
Original Dixieland Jazz Ban~elso incluàed on the tape vhieh acconpanies 
this the sis. 
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(Ex. 44. continued) 
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Each of the musicians builds' his solo from a limited number of 

repeated 'patterns or riffs. In measure 5, the trombonist does not 

follow the blues tradition by playing a blue third (Db) at that point. 

The D~ 1n that measure sounds unnatural or "square" to one familiar with 

blues and ja7.z. 

The trumpet solo, although built 9ut of simple arpeggios and 

repeated notes, shows a stronger feeling for the blues. This 15 in' 

part due to the trumpeter' s use of the "plunger mute'" and his use of 

the blue third. 

Clarinetist Wood'y Y/aIder plays an extremely erude solo whieh, 

neverthele'ss, must have deUp,hted audiences in 1923. Using only half 

7 a elarinet, he plays one' simple riff transposed to fit the subdominant 

and doainant tonal areas of the blues. 

The banjo solo is more in the ragtime than in the blues or jazz 

tradition, due to the evenncss of the eip-hth note rhythm and the simple 

arpe~~iated melody. This kind of banjo ~laying was popular in minstrel 

sho~s at the turn of the ecntury. 

As Schuller bas pointed out, nearly balf of Moten's recorded 

8 
outnut in 192~ and 1924 vas based on the blues. Yet as evidenced by 

the above cited performance, none of the musicians, vitb the possible 

exeention of trumpeter Lamar Wright, seemed to understand the subtlcties 

of the idiome Moten's band became not only lar~er and more ponular in 

tbe later 19?Os, but more sophistieated and more in step vith the 

7It is possible that the elarinetist uses only the 
mouthpiece and barrel of his instrument on this solo. 

SEarly Jaz7., P. 294. 
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prevailing jazz style. In 1930 a young pianist, William "Count ll 

Basie (1904), joined Moten's~band. After Moten's death in 1935, 

Basie became the leader of the band and using a style based on reneated 

riffs, he dev~~ope~ ,one of the Most successful organizations in 

the big band era. These developments however, are beyond the scope 

of this paper. 

Other territory bands which recorded in the 1920s were those 

of Alphonse Trent (1905), Jesse Stone (1901), Troy Floyd (Co 1900), 

and ~:a1 ter Page Cl900-1957)'. However, none of these organizations 

had the success or influence enjoyed by Bennie Moten and 1ate~ Count 

Basie. 

The lack of information regarding the emergence of jazz throup'h-

out the entire United States may be compared to the scarcity of sources 

contributing to our know1edge of the emergence of polyphony in Europe 

during the Middle Ages. Fortunately, our awareness of these develop-

ments in both areas has become more complete as more records are brought 

to 11ght and sound. 

EarlY Jazz Piano Styles 

Althoueh ragtime originated and deve10ped in such Southwestern 

states as Missouri, Negro pianists throughout the country were soon 

p1ayin8' in that style. For instance, the llew Orleans pianist Jelly 

Roll Morton (1385-1941),9 played and composed in a style si~ilar to 

9A book 1ength study of Horton has been published. See: Ala~ 
Lomax, Mister Jellv Roll (He~ York, 1950). 
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ragt.ime, but with the added element of improvisation. Horton 1 s MOSt 

famous composition i5 the jazz/rag "King Porter Stomp" (1902). The 

d · 1 th f 1 d' .. f th' . 10 following 1agram p otse orma IV1Slons 0 lS plece. 

Ex. 45. FormaI divisions of two versions of "King Porter Stomp," 
as written and p1ayed by ,Jelly Roll Horton 

Published Version 

Structural Intro. 1 A' 'B 1 Interlude Trio Stomp 'E 1 Tag 
divisions ("C' ) (, D' ) 

Number .of 4 16 16 4 16 16 16 2 
measures 

Key V/Ab Ab F- V/Db Db Db Db Db 

1222 Performance 

Structural Intro. 'A' 'B 1, 'B 2, In&~r- Trio Stom" 1 E' Tag 
divisions ( 'C 1 ) (1 D' ) 

Niunber of 4' 16 16 16 4 16 16 16 2 
measures 

Key V/Ab Ab p- p- V/Db Db Db Db Db 

From aIl outward appearances, the formaI and melodic aspects of 

this composition seem identical to a rage However, parallel chord 

movement (ms. 5-6) and the left hand bass without the off-beat chords 

(ms. 45-49) are more characteristic of Morton's jazz style than they 

are CO'3mon to classic raetime. The strongest jazz element in "King 

10 
This composition appears in Appendix 1. A recordln~ ls 

included on the tape which accompanies this thesis. 
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Porter Stomp" 15 the "Stomp" section (m.57). Here, Morton builds a 

series of variations ·over the chord scheme which is itse1f a variant of the 

chord progression of the trio (bI.n). The rhythmic figures JO t lh-v J/ 
in the first stomp chorus Un.58) the genuine blue notes (E =Fb), and 

the use of a ninth chord on the final ,tonie were not typical of the 

ragtime style. Morton's performance of this piece is however an amalgamation 

of ragtime and jaZ7. styles. Throughout, his performance seems stiff duc' 

to his staccato articulation. However, he often develops a true jaz7. 

swing as evidenced in his performance of the stomp chorus here. Also, 

every Morton performance is sure to contain the element of improvisation. ll 

In New York, shortly after the turn of the century, Harlem 

pianists beBan to perfect a style known as"stride". The word "stride" simply 

refers to the use of the pianis~s left hand. First a bass note would be struck 

on the beat then the left hand would "stride" to the middle of the 

keyboard and strike a chord on the off-beat, as was also typical of 

ragtime. El aments of the stride piano style were brought to the highest 

peak of perfection in the performances and compositions of James P. 

Johnson (189l-l955). Johnson's style, while also heavlly indebeted to 

ragtime, vas a refinement of Morton 's approach discussed above'. The 

following diagram' outl1nes the formaI àivislons of Johnson 's "DainUness 

Rag" (1916).12 As in Horton's "King Porter Stomp,~ the structural 

sim1larities to ragtime are apparent. 

1966), 
Blues" 

llwill1ao Austin in J.fusic i!'l the Twentieth Centurv (Uev York, 
pp. 183-186, analy~es a pertoroance of Horton's "Jelly Roll 
Cl915) • 

12ThiS ' coaposition ap~ears in Appendlx l. 
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Ex .. 46. Porrnal division of "Daintiness Rag." 

Structural divisions Intro. 'A 1 tB' 1 A' . 'c' 
Humber of measures ·4 16 16 16 16 

Key V/Eh Eb Eh Eb Ab 

Upon clossr examination, one finds that "Daintiness Rag" 

exhibits a degree of sophistication not yet encountered in piano com-

positions thus far discussed in this p~per. The dissonant chord on 

the first beat of the introduction greatly exceeds the harmonie tension 

round in the compositions of Joplin or Morton. Instead of merely 

alternating tonie and dominant harmonie~as was typical in raBtime, 

Johnson introduces such linear chords as the ii1 in neasure 5 and 

the V1/ii in measure 8. The linear aspect dominates Johnson's style 

as evidenced not only by the flowing melodic line (ms. 5-20), but by 

the attention he has given to the bass line in every section of this 

composition. Thus, due to the independent power of the soprano and 

bass lines, such accented harmonie clashes as the F against the E in 

measure 8 and the D against the Eb in measure 21 do not strike the 

ear as being overly dissonant. 
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Ex. 47. Some linear aspects of JOhnson's style • 

. 
:~ t 1 ~:f: ~ .~ +. • 1 ~ 

t' ,. --

) 
· 1 · < · v: v - · · · 

~ : · · • • 

f~ :F f =~ · ~t:-• · , , 
1'_ 3.. . · . yi <, 

It ... ~~ • ~ "--

The single most distinctive element of the Harlem stride piano 

school is the substitution of parallel tenths in the bass for the 

constant alteration of bass note and chord in the left hand. In 

Morton's "King Porter Stomp", as was shown above, there was an effort 

to relieve the monotony of the harmonic-rhythmic support simply by 

eliminating the off-beat chords. In "Da.intiness Rag", Johnson supports 

the third theme (m. 53) almost entirely with "walking tenths". 

In other compositions and perfo~ances, Johnson solved the 

problem of what to do with the left hand in yet another, perhaps more 

1nteresting way. Retaining the basf-~otEl'chord idea of stride, he 

divides the original sixt y-four beats ot a sixteen measu~e 4/4 chorus 

structure into pattern~ of 3/4 and 214. The following example, adapted 

: 

~ 
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from Schuller's study of Johnson's style, illustrates this pOint. 13 

E~. 48. Johnson's left hand stride patterns. 

"Keep Off The Grass" 

chord Lf J J J , J. J J 'l' t T r \ r f 1 \ r ' -f 0 t bass \ , 1 
~ '-

1 La, 1 ..J &.-J 
3 3 3 a. 

"Scouting Aroundll 

chord "\ l J J J J J J , -
bass 1 ~ ~ t \ t ~ , \ T.' t" T 

Ls,..J 
, ,..J 

'-
,..J La =' ..... CS) 3 '1 'i '1 

L1ke Jop11n, Johnson was deeply interested 1n music of sym-

phonie proportions. However, his extended ~orks, Yamecraw, for 

Orchestra vith Chorus and Soloists (1928) and Harlem Sy~ohony (1932), 

14 have not found a place in Negro art music. In the final analys1s, 

l'See Earl! Jazz, pp. 218-221. Included on the tape. 

l4Little has been written about "Johnson and his music. See: 
Ross Russell, "James p. Johnson" in The Art of Jazz, edited by Martin 
Williams (New York, 1959), pp. 49-56. Very little is known about his 
symphonie compositions. Yamacraw has evident1y been recorded on 
Japanese Po1ydor Records, Polydor 1384. See Samuel B. Charters and 
Leonard Kunstadt, Jazz: A Hlstory of the Hew York Scene (Garden City, 
Hev York, 1962), p. 276. As usual, scholars in other countr1es show 
a greater appreciation and understandin? than Acericans do of thcir 
ovn music. 

: 
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Johnson is best remembered for his mastery of the stride piano style 
. 

and as the composer of interesting jazz/ragtime compositions.15 

Thomas "Fats" ~laller Ü904-1943) studied with Johnson and 

assimilated man y aspects of his teacher's style. However, Waller 

diluted his music .iNtrying to achieve com!llercial success, and was never 

able to gain the recognition as a jazz musician which he deserved. The 

lineage of the Harlem stride school never quite disappeared, reasserting 

itself in the styles of William "Count" Basie (1904) in the 19305, 

The10nius Monk (1920) in the 1940s, and Jaki Byard (1922) in the 1960s. 

During the mid 19205, Earl Hines (1905), a Chicago based piani st, 

developed a style more advanced in linear aspects than the Harlem style. 

According to John Mehegan, 

the new concepts in the right hand improvised 1ine came 
from an entire1y different source - Midwesterner Earl 
Hines. Hines, former1y a ragtime pianist had seen the 
ragtime priFon of the right hand and turned to the 
soaring melodie genius of Louis Armstrong to free the 
right hand from the oppressive mannerisms of ragtime •••• 
Exeept for some small group recordings made by Hines 
vith Armstrong' s "Hot Five" and "Hot Seven," Hines worked 
vithin the format of the large band. Vorking within 
this format ereated certain advantages. These included 
a strong rhythm section, releasing Rines from any left
hand responsibility and allowing for a complete concen
tration ori the right hand octave "horn" 1ine. This 
aided Hines in forging a nev image as to the role of 
the piano vithin a rhythm section, a disciplined role 
subordinated to the work of the over-all section, rather 16 
than the previous nvaterfa~l" (arhythoic ar~eg~io) style. 

l5Johnson wrote several revues. Among the songs to come out 
of these, one of the most popular vas "The Charleston", fro!D' Runnin' 
Vild (1923). 

l6Jazz Imnrovisation Vol. III, Sving and Barlv Proaressive 
Piano StYles (Nev York, 1964),pp. 13 and 103-104. 
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Most of the pianists thus far mentioned were musicians whose 

training included providing the harmonic accompaniment for a band. In 

other words, their performancesas soloists were but one aspect of their 

musical experience. In contrast to these men, a school of pianists, 

oiten of obscure origins, mysteriously develop~dt gained a measure 

of commercial succes~ a~d just as mysteriously faded from the jazz 

and popular music scene. Often referred to as "primitives" by some 

critics, these musicians played a repertoire which ."as largely 

based on the blues. Their music, which stresses continuous rhythmic 

drive, is now known by the onomatopoeic term "bOOgie-woogie.,,17 

Max Harrison, a British jazz critic "thoroughly trained in 

18 • 
classical music," supplies the following definition and origin of 

boc,gie-woogie. 

Boogie-woogie is an aspect of the blues. It can be 
generally defined as piano solo music based on twelve, 
or occasional1y eight, bar patterns, the most ImMediate 
characteristic of which is the use of repeated, or 
ostinato bass figüres. Popular jazz history~laces it 
in the 1930's, with Pinetop Smith L!904-l9221, who ~ade 
his first records in 1929, as the patriarchal figure in 
the background. In fact, while the origins of this 
music are as obscure as those of any basic jazz fOTm, it 
appears to have derived from two kinds of music that were 
wide1y distributed before the turn of the century. These 
forms were the vocal blues and the guitar ~usic that 
accompanied Negro dancing. 19 

l7Jazz musicians searn to enjoy finding words which sound like 
the rhythm or sounds of their music. Be-bop is another exemple of this 
practice. 

18 Hentoff and McCarthy, Jazz, p. 106. 

19ltBoo~ie Woogie" in Hentoff and McCarthYt Jazz,. pp. 106-135. 
A recordin#; of Pinetop's Boogie-Woogie"is inclurled on the tape which 
accompanies this thesis. 
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Boogie-woogie is usually identified by Hs "eight-to-the-bar" 

in the bass, and its use of repeated riffs in the trebie. In his analysis 

of boogie-woogie styles, Harrison identifies six different kinds of 
. 20" 

rhythmic patterns which were popular among these pianists. 

Ex. 49. Six typicai boogie-woogie bass patterns. 

1 

---

Harrison has also classified some of the treble figures often 

used by these pianists. These vere passages ln single notes, thlrds, 

sixths, octaves, arpeg~ios, repeated notes, tremo1os (possibly ~uitar 

inrluenced), and such ornaments as grace notes and tri11s. As mentioned 

20 
Hentor! and KcCarthy, Jazz, pp. 111-115. 
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above, the boogie-woogie style is based on the blues, thus Iittie need 

be said here about the forro of the compositions. Since the music often 

accompanied parties and informaI dances, pieces ran on for an indefinite 

length of time. However, an ability to develop tension through suc-

cessive variations of a germinal motiv~ and sheer physical strength 

21 developed among the best pianists in this style. 

The composition, "Shout for Joy," by'Albert A!!lmons (1907-1949), 

22 
serves to iIIustrate the principal aspects of boogie-woogie. The bass 

pattern -

Ex. 50. Bass pattern'from "Shout 
For Joy." 

Is transposed to fit the subdominant and dominant chords of the blues. 

The treble riff ls a two measure pattern of which the second measure 

is an extension of the first. This riff is re~eated four times and i8 

then replaced by a slightly different figure which then moves into the 

cadence. 

2lSee also: William Russell "Three Bocgie-Voogie Pianists" in 
Williams, The Art of Jazz, pp. 95-108. 

22This composition appears in Appendix 1. 
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Simply constructed, "Shout For Joy" has a certain logic which, 

with i ts infectious rhythm, must have been very popular at "house-rent 

parties." These parties were often popular in poor Negro neighborhoods. 

A family would publicly announce a party, provide free food and refresh-

ment7 and expect the guests to contribute to their rent fund. Since at 

this time, pianos could be found in most homes, boogie-woogie pianists, 

always on the lookout for free nourishment, were sure to be attracted 

to such an event. Instead of contributing to the rent fund, they 

donated their talents, always ready to compete or "eut" a rival piani st 

should one happen to invade his domaine 

Historically, the era of boogie-woogie belongs to the 1920s and 

before. However, it was not until the 1930s that it was commercially 

recorded and became popularly accepted in such recordings as Earl Hines' 

"Boogie-Woogie on Saint Louis Blues" (1940) •. Boogie-woogie, exerted an 

influence on'such current popular music styles as "rhythm and blues," 

23 "rock and roll" and "country and western". However, as Hax Harrison 

has pointed out, 

now that the conditions that 4ave birth to boogie no longer 
exist Lthe house rent partie~, it would be foolish to 
expect another revival, even if the musicians were avail
able. Ooly the records remain. 24 

23Rock and.. roll singer Jerry Lee LewiE ("Great Balls of Pire") 
often accompanies hi~sel! at the piano playing in a simplified boo~ie
voogie style. 

24 Hentof! and McCarthy, Jazz, p. 135. 
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Conclusion 

Early jazz grew from popular musical e1ements dominant in 

the late 19th century. The Negroid elements, in particu1ar ragtime 

and blues, were the main sources from which jazz evolved as a distinct 

musical idiome 

A study of early jazz cri tics and theorists has shown that 

of these men, Ernst Ansermet was the first celebrated musician to 

appreciate the specifica1ly musical aspects of American llegro Jazz 

(C. 1919)· Abbe Hiles was one of the first to define the theoretica1 

basis of early jazz, (C. 1926) although his close association with 

W. C. Handy 1ed him to consider the work of that one man on1y, at 

the expense of a broader coverage of contemporaneous theories. 

Several critics, more than a few of whom are now hi~hly esteemed 

by the music~l establishmen~ raved uninhibitedly about the "New 

American Music". However, they fail~d to realize that they had 

confused commercialized music, popu1ar with ~hite nightclub Boers, 

vith authentic jazz which had its ethnic origins in Negro music. 

Later critics and analysts enjoyed the perspective of history and 

vere thus able to bring into focus not on1y the extent of the Nep,ro's 

role in the development of jazz, but a classification of jazz styles 

accordin~ to geographical and chronological divisions. 

The primary sourc~forjazz styles during the years 1917 

to 1932 hav~been commercially issued recordinF,s. Some of these 
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performances have been transcribed in other .studies, or publi$hed 

commercially in instrumental instruction books. In both cases, 

these transcriptions for the most part 1acked significant analytical 

or critica1 commentary. Other transcriptions have be"en made by 

myself, vhere no other such material vas available. 

An examination of this source mate rial has revea1ed that until 

c. 1923, various geographical are as in the United States vere character-

ized by distinctive styles of jazz improvisation. For examp1e, 

musicians in New Orleans played their music in a re1axed manner, 

strong1y influenced by the style of the rural blues. In the Mid-

and Southwest, the ev en rhythm of ragtime dominated the style of 

jazz played in that area. In New York, a desire to imitate "classical" 

music and Negro emulation of commercial white music led to another 

distinctive jazz style. 

From C. 1923 to the beginning of the "big band" era (C. 1932), 

jazz became more popular and musicians and recordings penetrated 

to even the most remote parts of the United States. This dispersion 

tended to fuse the various re~ional characteristics into a generally 

unlform style. Thus, by about 1925, concepts of rhythmic interpre-

tation, harmonic Dovemen~and improvisation became fair1y standardized 

throughout the country. Also at about" this time, individual musicians 

began to impose their own personali tleS on the Dusic. The concept 

of collective improvisation as practiced on the earliest jazz recordinr,s 

gave vay to the succession of solo choruses vhich characterized 
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As early jazz soloists developed technically, theybecame 

1ess content vith mere1y interpreting the original melody, and began 

to explore the harmonie structure of the tunes. As this nev con-

cept developed, soloists improvised nev melodies which strongly 

resembled the structure-of the originals. Then~ vith the aforementioned 

proliferation of recordings, and an ever-increasing instru~ental 

mastery, a vertical, arpeg~iated improvisationsl style developed. By 

the late 1920s,. this harmonie approach was widely practiced. How-

ever, as l have continually noted, early jazz soloists rare1y if 

ever used scale segments as a principal element in their improvisations. 

In the 1930s the beginnin~of a new improvisational style, 

based on scale segments played in a steady f10w of rapid eighth 

notes began to evo1ve. However, as big bands became more popu1ar 

(ironicall~ during the depression years), improvisation became a 

secondary e1ement in jazz performance. Tightly arranged ensemble 

passages and featured vocalists were the mark of almost every suc-

cessful big band. Not unti1 the beginning of the be-bop era (C. 1945), 

1 In the early 1950s, the concept of group improvisation 
once again found acceptance ~mong jazz cusicians. This concept 
vas adoptcd in a neoteric context by the Gerry Hulligan Quartet 
(cf. "Bernie's Tune" on The Genius of Gerry Mulligan, Vor1d Pacifie 
Jazz: record No. ST-20140), and furthcr developed by Ornette Coleman 
(cf. Free Jazz, Atlantic: record No. 1364). Of course, collective 
improvisation by musicians who preserved the New Orleans or "Dixieland" 
style had alvays been practiced in the traditional oanner. 
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did improvisation become once more the prime.ingredient for an 

exciting jazz performance. However, these developcents lie beyond 

the scope of this thesis. 
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1. r-ianle Leaf Hap-" (1899) • . . . . . . • . . DD. 165-167 
Scott JODlin (Sedalia, St. Louis and New York: John Stark 
and Son) ~ 
Source: Horath - 100 Radime. 
Classic~, n. 1. 

2. The Cascades (1904 ) • . . . . . . • . • . • pp • 168--171 
Scott, Joplin (Scàalia, St. Louis and New York: John Stark 
and Son). 
Source: Horath - Ion Rap't lne. 
Classics, p. ~p ..-. 

3. 11e!Dnhi~ Blues (1912) ••••••••••••••• np. 172-177 
W. C. Handy (New York: Handy Brothers Music Co.). 

4. 

Source: Piano-Vocal sheet 
11usic oublished c. 1940. 

Snake Rag (C. 1923) • • • •••••••••• tm. 178-1S7 
Kin; Oliver (New York: International Music Inc.)
Transcriber: L. A. Pyke. 
Source: Pyke - "Jaz~ 192~-1927: An Analytical Study." 

5. Struttin' With So~e 3arbecue (1928) • • • •• pp. 158-203 

6. 

7. 

Li1118n Hardin Armstron~ (New York: Lees Music Corn.) 
Transcriber: Lee Cast1e. 
Source: Louis Ar~stron~ Vol. l, pp. 4-9. 

Daven~ort Blues (1927) • • • •• • • • • • •• no. 2~'1-?t)6 
Eix Beiderbecke (l:ew York: Rabbins :'~usic Corp.) -
Transcriber: Jay Arnold 
Source: Eix Beiderbecke Tru!D~~Transcri~tion~, nn. 17-19. 

That 's No Bar~ain (C. 1925) •• • ••• 
Red Nichols (New York: Mi11s Music) 
Transcriber: Andrew Ho~zy 

. . . . . 

9. The Sheik of Araby (1921) • • • • • • • • • • • • • pp. 2~9-2?3 
Sny'.!er-S!'!1ith-W'hee1er (!Iew York: tHl1s !-~IJsic) 
TranFcriber: Dr. ~cd. Leon Hencki (Eern). 

9. 

-F. Von ?ischer - The Variation, pP. 19-23. 

Kin!'" Por~er Stomo (19'>2) ••••••••••••• P!'l. ?34-2?5 
JeUy Roll !{orton(r:ew York: !Hlls :~u!':ic) 
Source: "Jellv ~o]l" ~~rto~'~ 31ues, Sto~ns ~~d R~rtf~e, np. 2-3. 
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Daintiness Rar-:'(l916) ••••••••••••••• pp. 236-239 
Ja!!les P."Johnson (Ne'", York: !Hlls r'!usic) 
Source: RaptiMe ?iano, pp. 58-61. 

Il. Shout For Joy (C. 1940) • • • • • • • • • • • • p. 210 
Albert A:n'10ns (Publisher unkno· .... n) 
Source: Pease - Boopie Woorie 
Piano Stylos - Number 1, P. 9. 
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Words by 
GEORGE A. NOJ?,TON, 
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TILL BRADY 

(or Mister Crump) . . 
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Music by 
W. C.HANDY 

(ASOAP) 

>-
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>- ---- >-
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" 
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Folks Ive JUS _ been down, . down' Mem . phis Town, 
Ob, , tbat mel - 0 - dy, sure ap - peaJ'd_ to me, -

" 
,........., 

• '--"" ":' ---..'-

~ >- . 
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tbld»- ~ d,}~ ... 
.. :4j • - =i 

Oopyright 1912 by W. C. Bandy, without words,&s The Memphis Blues for lrfislerCrump) copyrWd rc;newccL 
Oopyright 1913 br Theron C. BcnneU; copyright renewed 

PQblished rOt the V.S. by RANDY BROTHERS latUSIC CO.,I~C., 16S0 Bro2.dway,NcwYor1c,19,N.Y. 
(1,,. arrangement with W:C. Handy)and by JERRY \'OGEL MUSIC CO., INC. fI.J. West 41th St rut, New York. aG, N. T. 

• A.ll rights outslde U.S •• and ail Tersions ",lthout Norton lyrics; rcserved br w.C. Randy and represcnt&Uyc:.. 
Ali R~hts Rcscncd Jnc:luding the Righi or Pllhlic Perrormance rOt Profit Made ln U.8.J 
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8, Jazz-Improvisation (Variationen)18,J~ Improvisation (Variations) 
Duke Ellington (born in 1899): The Sheik'or ArabI (Fox-trot) 
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By F'E..;a) "JOelly Roll" MORTON 
One of the best known Morton compositions. "Jelly" wrote this number during rus e:u-ly New Orlear. 
days and named it after an itinerant piano player named Porter King. It was published in 1924. 
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As played by the ComposeronVocaIion Record No.4608. 
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GLCSSARY OF TERMS ASSOCIATED WITH JAZZ 

Be-Bop A style of p1ayine deve10ped C. 1942 with an emphasis on 
aneu1ar rhythmic phrases and comp1ex chorda1 structures. 

Big Band Era - C. 1932 - C. 1945. During this time, the large bands 
of Benny Goodman, the Dorsey brothers, Glen Joii11er and others 
found commercial success. Also .ca11ed the "swing era." 

Blue notes - Microtona1 inf1ections of certain tones (3rd, 5th, 7th). 
Usua11y, a b1ue note is written as a flattened note. In 
actual performances however, the pitch is approximately a 
quarter tone above the flattened note. 

Boo~ie-Woogie - A way of p1aying the piano in which the left hand ~lays 
a "riff," usually in eighth notes, outlining the chords of 
the "tune." 

Break - The portion of a tune (usua1ly the last two bars of a phrase) 
where the entire band stops'and one musician plays an impro
vised solo. 

Chase chorus - An exchange of solo phrases (usua1ly two or four measures 
each) among two or more musicians •. 

Chorus - The most familier part of a tune. Musically, it functions 
in relation to the verse as an aria does to a recitative. 

Cool - A lagv.ing, easy ~oing style of playing. The rhythoic pulse is 
on1y imulied;si~ilar to the rhythm of speech. 

Front Une - Usually refers to the "lead" instruments in a s~all band. 
eg. truopet, clarinet, trombone •. 

Funky - An adjective usually describin~ a feeling inspired by certain 
musical phases, notes, or tones steeped with a blues or "~os~el" 
flavor. 

Head arrangement - An arrangement developed more or less out of collective 
improvisation and informaI direction: nothin~ is written out. 

Horn - Any musical instrument. Usually refers to vind instruments, 
but can apply to strings and percussion. 

Hot - An excited, articulated vay of playing. The rhythmic ~ulse Is 
explicitly felt. 



243 

Lead instrument - The principal in a section (lead trombone), or the 
primary instrument in a small band (trumnet, sax, clarinet, 
etc •. ) • 

Lick - A p~se or ~otive. Musicians can often be identified by the 
licks which they play or write. 

Line - Another term for tune in a restricted sense. Line usually refers 
only to the melody. 

Noodle - To play (usually on a clarinet) flowing eighth note nhrases 
above and around the entire band. 

Plunger mute - Actually adapted from the rubber suction cu~ of a common 
toilet plunp,er, this !lute produces a distinctive "wah-wah" 
effect. 

Riff - A repeated melodic - rhythmic motive. In the big band era, 
entire tunes were built on one riff., 

Side - Refers to a side of a phonograph record. Usually a single com
position or performance. 

Stride - A style of nlayin a the niano in which the left hand strides: 
1 - ~ 1 -

basspote-chord, basspote-chord. 

Swing - A feeling of rhythmic unit y among musicians. 

Tag - A coda as short as three beats or as lonq as four measures. 

Take - A recorded performance, co~~lete or incomplete. When recordinp, 
a tune, several takes are 'often made. 

Tin Pan Alley - 49th street in New York City where many publ1shin~ 
, firms vere located in the first quarter of this century. 

Tuné - A melody and i t,s chord foundation. Sometimes refers to a' com
position vhich may have several "tune's." 

Vamp - An introduction (usually) vhich 1s repeated until the soloist 
or ensemble enters. A vamp differs from a "riff" in that 
its duration Is indefinite. 

Verse - The first part of a popular son~. Precedes the chorus. Sl~ilar 
in funct10n to a recitative. The verse is rarely perforned. 



AFPENDIX III 

Discography of Selections Incluèed on the Tape Recordinr-

Which Accom~nies This Thesis 



1. "Dallas Rag," Dallas String Band', Columbia' (CO-14290-D) 

C. 1926. Personnel unknown- instrumentation: jug, guitar, mand'olin, 

al:,d banjo. Reissued' on Jazz. Vol 1. The' South, Folkways (FJ-28()l). 

See this thesis, P. iVe 
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2. "The Cascades," Scot~ Jo!,lin, Piano Roll- Connorized 

(Con-4~O and Con6047). Probably Scott'Jopiin (Piano). Recorded from 

roll on The Riverside History of C1assic Jazz. Vol. land 2. Backgrounds! 

Ragtime, Riverside (RL? 12-112). See this thesis, p. 7. 

3. "Blood Round Blues," Victoria. Spivey, Victor (Vic 38570): 

Recorded Oct. l, 1929. Victoria Spivey (vocal); Henry "Red" Allen 

(trum~et), Albert Nicholas (clarinet); Charles Holmes (tenor sax); J.C. 

Hlgglnbotham (trombone); Loui~ Russell (piano); Will Johnson (guitar); 

Pops Foster (bass). Reissued' on Women of the Blues, Victor (LP.V-534). 

See this thesis, p. 26. 

4. "lem Going to Heaven if lt Takes My Life," Rev. J. M. Gates, 

Genett (Gen 6034): Dec. 13, 1926. Sermon by Rev. J. 'H. Gates vith con

gregation. Reissued on The Riverside F.istory of C1assic Jazz,_Vol. l 

and 2. Back~roundslRa?,time, Riverslde (RLP 12-112). See this thesis, ~. 66. 

5. "Dixie Jass Band One-Step," The Original Dixieland Jazz 

Band, Victor (Vic 18255): Feb. 26, 1917. Nick La Rocca (trumpet); 

Eddie Edvards (tro~bone); Larry Shields (clarinet); Henry Ragas (Piano); 

Tony Sbarbar~ (drums). Reissued on The Original Dixieland Jazz 3and, 

Victor (LPV-547). See this thesis, p. 77. 

6. "Original Dixieland One Step," The Orieinal Dixieland One 

Step, Vict~r (Vic 25502): Nov. 10, 1936. Nick La Rocca (trumpet); Eddie 

Edwards (trombone); Larry Shields (clarinet); J. Russell Robinson (piano); 
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C. ).926. Personnel "nlUHl\~fi'" :tlHltrumontation: jug, gui tar, mand'olin, 
. 

and banjo. Reissueg' €ln ItM~,.'iol 1. _The' South, Folkways (FJ-2801). 

See this thesis, ? iVe 

2. "The Q~I3€lÉ\€hHj," Éloot~ Jo:nlin, Piano Roll- Connorized 

(Con-47;0 and C011'(047). ;PNlbàbl~~ Scott'JopÜn (Piano). Recorded from 

roll on The Riversi~~ __ Jli§t~~~r Classic Jazz. Vol. land 2, BackaroundsL 

Ragtime~ Riverside (RtP l'al1~). SeG this thesis, p. 7. 

3. "Bloog H@"ft~ Dlu@s," Victori~ Spivey, Victor (Vic 38570): 

Recorded Oct. l, 19~ÇJ, VttltOl':Li1 Spivey (vo~al); Henry "Red" Alle'n 

(truMnet), Albert Nighgl&@ (~l~r:Lnet)1 Charles Holmes (tenor sax); J.C. 
'. 

Higg-inbotham (trom'\lçm~), f~tmh' nussell (piano); ~!il1 Johnson (guitar); 

Pops Poster (basa), R@tij~"@d On.Womon of tne Blue§, Victor (LP,V-534). 

See this thesis, p, ~6. 

4. "l'Ill GQ~ntl 1i6 Héélven if it Takes My Life," Rev. J. M. Gates, 

Genett (Gen 6034); U~Q, i~. i9~6. Se~on by Rev. J. 'M. Gates with con-

gregation. ReissUf;lg \;}n ~~Jl1~~rsidelristor4' of C1assic Jazz,_Vol. l 

and 2. Backt.!'roundsLR~{t\tm!gt Ri vers ide (RLP 12-112). See this thesis, lJ. 66. 

5. "Dix1E;\ Jé\§§ lhlfid Ùnè .. Step, " The Original Dixieland' Jazz 

Band, Victor (Via le~~~)t F@b. 26, 1917. Nick La Rocca (trumpet); 

Eddie Edwards (tromPQn~), té\~ry Shields (c1arinet); Henry Ragas (piano); 

Tony Sbarbar~ (druma). R~itH3UlHl on 'rhe Ol'i~inal Dixieland Jazz _1i..and, 

Victor (LPV-547). S~~ 'hiij 'h~~is, p. 77. 

6. "Ori~in~l niltilAftd One Step," The Original Dixie1and One 

Step, Victor (Vic 2550~)1 N~v. 10, 1936. Nick La Rocca (trumpet); Eddie 

Edwards (trombone) 1 ~~N'~ ~iü t!ld~ (c1arinet); J. Russell Robinson (piano); 
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Harry Barth (?) (bass); Tony Sbarbaro (S?argo) (drUI!ls). Reissued on 

The Ori!!inal Dixie1and Jazz Band, Victor (LPV-547l 

7. "Habel' s Dream, Il King Oliver' s Creole Jazz Band, Paramount 

(Para 20292 - second take): Dec.·, 1923. King Oliver, Louis Armstrong 

(trumpet); Honore Dutrey (trombone); Johnny Dodds (c1arinet); ~nar1ie 

Jackson (bass sax); Li1 H~rdin (piano); "Baby Dodds (drUI!ls). Reissued 

on Louis Armstronœ : 1923. with King Oliver's Creole Jazz Band, Riverside 

(RLP 12-122). 

8. "Habel "s Dream," King Oliver' s Creole" Jazz Band, ·Oken 

(OK 8235): Oct., 1923. Kin~ Oliver, Louis Armstrong (trumpets)i Sonore _ 

Dutrey (trombone); Johnny Dodds (cla"rinet); Charlie Jackson (bass sax); 

Lil Hardin (piano); Johnny St. Cyr (banjo); Baby Dodds (dru!!1s). Reissued 

on Kj"n.~ Oliver, KinP.' Oli.ver and His Orchestra., Epie (LA 1600;). 

9. "Snake Rag," Kin.p; 01iver's Creole Jazz Band, Genett (Gen 

5184): April 6, 1923. King Oliver, Louis Armstrong (trumpets); nonore 

Dutrey (trombone); Johnny Dodds (elarinet); Li1 Hardin (piano); :3i11 

Johnson (banjo); Baby Dodds (drums). Reissued on Louis Arostron~: 

1923, "Ti th KinR' Oliver' s Creole Jazz Band, Ri verside (RLP 12-122). 

10. "Snake Rag," King Oliver's Creole Jazz Band, Okeh (Ol{ 4933): 

June 22, 1923. King Oliver, Louis Armstrong (trumpets); Honore Dutrey 
. 

(trombone); Johnny Dodd~ (clarinet); Lil Hardin (piano); Lud Scott 

(banjo and vocal); Baby Dodds (drums). " Reissued on Kin~ Oliver. Kina 

Oliver and His Orchestra, Epic (LA 16003). 

Il. "Struttin' Wi th SO!Ile :Barbecue," Louis Arcst:-on~ and His 

'Hot Five, Okeh (OK 8566): Dec. 9: 1927. Louis Armst:-on~ (trun~et); 

. 
4 



Kid Ory (trombone); J·ohnny Dodds (c1arinet); LH Hardin: Armstrong 

(~iano); Johnny St. Cyr (banjo). Reissued on The Louis Armstrong 

Story _ Vol. I, Louis Armstrong and His Hot Five, Columbia' (CL s5d. 

See this thesis, p. 96. 

12. "Davenport Blues," Bi'x and His Rhythm. Jugf,'lers, Genett 

(Gen 5654): Jan 26,1925. Bix Beiderbecke '(trumpet); Tommy Dorsey 

(trombone); Don Murray (clarinet): Paul Mertz (p1~no); Howdy QuickseIl 

(banjo); Tom Gargano (drums). Reissued on On' The' Road! Jazz : Bi.x· 

ILe:! rlerbecke, Wingy Manone, Mug.Q'sv Spanier, Ri verside (RLP 12-127). 

See this the sis, p. 102 0 

13. "That's No Bargain,1I Red Nichols and His Five Pennies, 

Brunswick (one of twoissued takes): l:ec. S, 1926. Red Nichols 

(trümpet)j Jimmy Dorsey (c1arinet and alto sax); Arthur Schutt (piano); 

Eddie Lang (guitar); Vic Berton (drums). Reissued on Chronic1e Of 

Music The Age of Jazz (series G No. 2), Decca (DCM 3214). Sec p. 110. 

14. IIThat's No Bargain," The Arkansas Travel1ers, Harmony 

(383-H): Recorded Jan. 4, 1927. Red Niehols (trumpet); Hiff Mole 

(trombone); Jimmy Dorsey (c1arinet and alto sax); Arthur Schnutt 

(piano); Vic Berton-(drums). Reissued on Thesaurus of C1assic Jazz, 

Vol. IV, The Arkansas Traveller, Columbia (CL 1524). See p. lln. 

15. "Too Much Mustard,1I Europe's Society Orchestra, Victor 

(Vic 35359): Dec. 29, 1913. Cricket Smith (trumpet); Edgar Campbell 

(clarinet); Tracey Cooper, Walker Scott (violins); Leonard Smith, Ford 

Dabney (pianos); Buddy GHmore (drums); James Reese Europe '(leader); 

5 banjo!mandolins. Reissued on A History of Jazz' The New York Scene, 

Record, Book and Film Sales, Inc. (FJ-2820-RF-3). See p. 121. 
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Kid Ory (trombone); J-ohnny Dodds (clarinet); LU Hardin Armatl'ong 

(piano); Johnny St. Cyr (banjo). Reissued on The Louis Atm~tr9n6 

Stor! - Vol. 1. Louis Armstrong and Kis Hot Five, Columbia (Ct 051), 

See this thesis, p. 96. 

12. "Davenport Blues," Bix and ~is Rhythm, JUBfTlorn, Oenett 

(Gen 5654): Jan 26, 1925. B1x Beiderbecke '(trumpet); TollUlli' Donoy 

(trombone); Don Murray (c1arinet): Paul Mertz (piano). Howdi' Qutokeell 

(banjo); Tom Gargano (drums). Reissued on On The- Road' Ja1\~ 1 nu 1 

Bei derbecke, "ine Manone, Muggsy Spanier, Ri verside (RLP l ~-un). 

See this the sis, p. 102. 

13. "That' s No Bargain," Red Ni cho1s and His Fivo Ponnha, 

Brunswick (one of two issued takes): Dec. 8, 1926. Red Nicholn 

(trümpet); Jimmy Dorsey (clarinet and alto sax); Arthur Schutt (~1Qno), 

Eddie Lang (guitar); Vic Berton (drums). Reissued on CbroUlqlg 2t 

Music: The Age of Jazz (series G No. 2), Decca (DCH 3214). Se. p. llO. 

14. "That's No Bargain," The Arkansas Travellera, HArmOni' 

(383-H): Recorded Jan. 4, 1927. Red Nicho1s (trumpet). Kiff Moli 

(trombone).; Jimmy Dorsey (clarinet and alto sax); Arthur SchnuU 

(piano); Vic Berton (drums). Reissued on Thesaurus of ela.riS Jet!. 

Vol. IV, The Arkansas Trave1ler, Columbia (CL 1524). See P. lln. 

15. "Too Huch Mustard," Europe's Society Orchestra, Victor 

(Vic 35359): Dec. 29, 1913. Cricket Smith (tr~pet); Edgar Cftm~btll 

(clarinet); Tracey Cooper, Walker Scott (violins); Leonard Smith, Ford 

Dabney (pianos); Buddy Gilmore (dMl!l1s); Ja:nes Reese Europo (lOAder), 

5 banjo/mandolins. Reissued on A History of Jazz : The New Ygrk Setne, 

Record, Book and Film Sales, Ine. (FJ-2820-RF-3). See P. l~l. 
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16. "King Porter Stomp," Fletcher Henderson and His Orchestra, 

(Columbia 1543-D): March 14, 1928. Russell Smith, Joe Smith, Bobby 

Stark (trumpets); Benny Morton, Jimmy Harrison (trombones); Don Pasquall, 

Buster Bailey (alto sax and clarinet), Coleman Hawkins (tenor sax); 

Fletcher Henderson (piano); Charlie D'ixon (banjo); June Cole (tuba); 

Kaiser Marshall (dr~s). LSolo order: Stark, Hawkins, J. Smith, Bailey, 

Harrison~ Reissued on A Study In Frustration : The Fletcher Hender~ 

Story, Co~umbia (C4L 19). See this thesis, p. 1?5. 

17. "New King Porter Stomp,"" Fletcher Henderson and His 

Orchestra, (Okeh 41565): Dec. 19, 1932 •. Bobby Stark, Rex Stewart, 

Russell Smith (trumpet); Sandy Willia~s, J. C. Higginbotham (trombone); 

Hilton Jefferson, Russel Procope, Coleman Hawkins (saxes); Fletcher 

Henderson (piano); Bernard Addison (guitar); John Kirby (string bass); 

Walter Johnson (drums). LSolo arder: Stark, Hawkins, Williams, Stewart, 

Higg1nbotham~ Reissued on A Study In Frustration : The Fletcher 

Henderson Story, Columbia (C4L 19). Bee p. 129. 

18. "Black and Tan Fantasy," Duke Ellington and His Orchestra, 

Okeh (OK 40955): Nov. 3, 1927. Louis Metcalfe, Jabbo Smith (trumpets); 

Joe Nanton (trombone); Otto Hardwicke (alto sax); Harry Carney (alto and 

baritone saxes); Rudy Jackson (clarinet and tenor sax); Duke Ellington 

(piano); Fred Guy (banjo); Wellman Br~ud (bass); Sonny Greer (drums). 

{jo10 order: Hardwicke, Nanton, Smith, Ellington, liant on , SmithJ Re

issued on The Ellington Era : 1927-1940, Duk~ Ellin~ton and His Famous 

Orchestra. Vol. l, Coluabia (C3L-21). See p. 132 • 

. ;."'~.~'. 
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19. "Black and Tan Fantasie," Duke Ellington and His 

Orchestra, Victor (Vic 21137): Oct. 26, 1927. Louis Metcalfe, 

~ubber Miley (trumpet); Joe llanton (trombone); Otto Hardwicke(alto 

and baritone saxes); Rudy Jackson (teno! sax); Harry Carney (alto 

and baritone saxes); Duke Ellington (piano); Fred Guy (banjo); 

Wellman Braud (bass); Sonny Greer (drums). LSolO order: Hardwicke, 

Miley, Ellington, Nanton, Miley~ Reissued on Flamin~ Youth. Duke 

Ellington, Victor (LPV-568). See this thesis, p. 132. 

20. "The Sheik of Araby," Duke Ellington and His Orchestra, 

Brunswick (BR 6336): May 16, 1932. Freddy Jenkinô, Cootie Williams, 

Arthur Whetsol (trumpets); Joe Nanton, Lawrence Brown (trombone~; Juan 
. . . 

Tizol (valve trombone); Johnny Hodges (alto and soprano saxes); Harry 

Carney, Otto Hardwicke (alto and baritone saxes); Barney Bigard (clarinet 

and tenor sax); Duke Ellington (piano); Fred Guy (guitar); Wellman Braud 

(bass); Sonny Greer (drums). golo order: Brown, Nanton, HOd{!es":; 

Reissued on The Ellington Era : 1927-1940. Duke Ellin~ton and His Famous 

Orchestra. Vol. l, Coluabia (C3L-27). See thesis, p. 138. 

21. "Elephant's Wobble," Bennie Moten's Kansas City Orchestra, 

Okeh (OK 8100): S~t., 1923. Lamar Wright (trumpet); Thamon Hayes 

(trombone); Woody Walder (clarinet and tenor); Bennie Moten' (piano); 

Sam Tall (banjO); ~illie Hall (druos) Reissued on Benni~Moten's 

Kansas City Orchestra, 192':1929, Historical àecords, Ine. (ASC-5829-9). 

See this thesis, p. 143. 

2~. "King Porter Stomp," J~lly Roll Morton, Genett (Gen 5289); 

July 17, 192~. J~lly Roll Morton (~iano). Reissued on The Great JellZ 

Roll Morton, Orpheum (Orp 1~3). See this thesls, p. 148. 
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23. "Keep Off The Grass," James P. Johnson, Okeh (OK 4495): 

Oct. 18, 1921. James p. Johnson (piano). Reissued on Jazz Odyssey 

The Sound of Harlem, Vol. III, Columbia (C3L 33).,~:See p. 152. 

24. "Pinet op' s Boogie-Woogie," Pinetop Smith: Dec. 29, 1928. 

Pinetop Smith, Piano. Reissued on Chronic1e of Music, The Age of Jazz 

(Series G, No. 2), Decca (DCM 3214). See p. 154 • 

• 
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