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 DRUMS & DRUMMERS IN EARLY JAZZ 
 

Warren "Baby" Dodds and Zutty Singleton are two of the names most 
frequently mentioned when discussions of New Orleans jazz drummers occur. 
These two greats shared in what has proved to be a watershed experience in the 
musical development of many of the city's early jazz greats - the Chicago 
Experience. Like their contemporaries Louis Armstrong, Jelly Roll Morton and 
others, Dodds and Singleton played Crescent City Jazz in the Windy City. Unlike 
some of their contemporaries (Morton among them), Dodds and Singleton 
returned to New Orleans periodically and brought with them music and 
techniques which had been enriched and broadened by the experience. 

But what of the men that were their influences? Who were the men who led 
the percussion revolution that accompanied the evolution from the brass band to 
jazz? Who were the men who made the leap from the one-drum one man 
personnel arrangement of the brass bands to the one man on trap set arrangements 
of the first jazz bands? 

In the following pages, we'll try to answer those questions and, in the process, 
provide a clearer picture of the evolution of jazz in its birthplace, New Orleans. 

 
Perhaps the most unique and creative instruments in early jazz were the 

percussion instruments, which have since become known as the trap set of drums. 
While other instruments underwent relatively minor metamorphoses (save the 
addition of valves on brass instruments and additional alternate fingerings on 
woodwinds), the use of the snare and bass drums and cymbals and the techniques 
of the percussion family has continuously progressed and developed. Today it is 
common for jazz bands to include multi-percussion set-ups along with wide 
variations in styles of interpretation and playing. 

But, early jazz development was directly linked to a contraction of the size of 
percussion sections as they then existed. With the evolution of the brass band into 
the jazz band, the number of percussion members dropped from three to one. 
Military bands of the 19th Century included a snare drummer, bass drummer 
and/or a cymbal/bass drummer. The development of jazz coincides with the 
appearance of the one-man percussion section. 

The period in which this transition took place included the period when the 
marching brass band was on occasion being broken into smaller ensembles in 
order to play dances. Even so, prior to this period the marching band was 
considered a dance band, capable of playing a parade or a dance. 

While the brass band movement was a nationwide phenomena, New Orleans 
brass bands and in particular the bass drummers in those bands developed on a 
different path reflecting the city's rich cultural and musical heritage. 

New Orleans brass band musicians, in their Tulane archival interviews, 
stressed the importance of the bass drum in a New Orleans brass band. When one 
hears a New Orleans bass drummer playing on the street in a parade, it quickly 
becomes clear that this drummer moves to a different beat. The drummer is 



definitely not playing the regular bass drum cadence associated with traditional 
marching bands. 

Chinee Foster, one of the numerous fine New Orleans drummers explained 
what was happening to an interviewer for Tulane University's Jazz Archives: 

 
"In military bands, the bass drum and snare play cadences, but the New 

Orleans brass bands had the snare drummer laying cadence alone," Foster said. 
Foster also noted that this difference in assignments was at first limited to Black 
brass bands, with white brass bands confining the bass drum to cadence playing as 
well. 

"The bass drum in a New Orleans brass band does not play cadences with the 
snare drum," explained long-time bass drum specialist Albert Francis. "The snare 
drum plays that alone." 

Old time drummer Cie Frazier mentioned this special New Orleans bass drum 
style, as did Jack Laine. 

"All my men, you know, the minute I'd be off the bass drum, they could feel 
it," Laine said. "They'd eat the head offa me to get back on that bass drum, and 
wouldn't let me play snare in the streets, I had to play that bass drum." 

The use of double drums (two men playing three percussion instruments - one 
on snare, the other playing cymbals and bass drum) was the combination used 
when hiring for a job. It was considered three instruments and was compensated 
as if three men had played those instruments. This practice seems to have begun 
during Jack Laine's career, roughly 1890 through 1917. 

When Laine was hired for dances, the usual custom called for 10-member 
bands in the larger ballrooms of the city. In smaller rooms, Laine would use one 
man playing both the bass and snare drums. Also included in the line-up would be 
a cymbal player and one player on wood block. 

Monk Hazel, son of bass drummer Charles Hazel, recalls that, "In those days, 
even for the dance jobs, they used double drums instead of traps. They had a 
cymbal attacked on the bass drum with the wire hat band and a hard rubber ball 
for the beater." 

In the marching brass band, the position of the drums in the early days was at 
the rear of the marching formation, with the bass drum to the right of the snare 
drum. But in most New Orleans brass bands, the bass drummer lined up to the left 
of the snare drummer. 

The reason for the switch seems logical enough. Chinee Foster noted that in 
this configuration, the snare drummer can then always see what the bass drummer 
is beating. "The bass drummer can clip his music - if any - to his bass drum, but 
the snare drummer has no place for his and so he has to get his time from the bass 
drummer." 

Bill Philips said that in early funeral bands the bass drum beats one beat per 
measure. The style hasn't changed; it's just that they want to get along much 
quicker. They march faster now," Philips said in interviews for the Tulane Jazz 
Archives. 



Alex Bigard added that, "There was a beat in the older days in which the drum 
in a dance band on the 'out' chorus would play cymbal and snare drum at the same 
time, striking them double forte simultaneously on each beat, instead of playing 
one on the beat and the other after the beat. It was a good beat, but the younger 
players don't seem to understand it." 

Playing the bass drum was considered an art form by the musicians in brass 
bands and the bass drummers in the brass bands of New Orleans were living 
legends - players like Black Benny Williams, "Little Jim" Mukes and Earnest 
Trepagnier were respected as great musicians of the brass band vintage. 

Clay Jiles (1880-1927) was one of the first great bass drummers. He came to 
New Orleans from Thibodaux (a southeast Louisiana town that had one of the 
strongest traditions of brass bands in the state) and became the bass drummer for 
the Excelsior Brass Band. 

"He was great playing marches," Barbarin said of Jiles, "but he didn't play 
other things with a jazz beat, the way I like it." 

Barbarin's comments highlight the fact that there was a different way of 
playing the bass drum in a New Orleans brass band and Clay Jiles was the 
prototype - a man that played only bass drum and not trap drums. Albert Jiles 
(also recorded in the Tulane Archives) spoke of the special art of playing bass 
drum on the street: 

 
"Joe Gabriel (also from Thibodaux) would play the bass drum in brass bands 

whereas he played the violin in the orchestra. Clay Jiles only played the 'street 
drum' (bass drum), he never played trap drums." 

 
Whatever Jiles lacked in versatility, he made up for in durability. Said Chris: 

"Black Happy" Goldston of Jiles: "He had a great big bass drum and could tote it 
all day and play it. He did not use a cymbal beater like Black Benny Williams, but 
he had another cymbal in addition to one attached to the bass drum. The cymbals 
were hit on the off beat." 

Black Benny was perhaps the most famous New Orleans bass drum player. 
Punch Miller said of Williams: 

"Black Benny was a hell of a bass player - he was the best on bass drum. The 
way Black Benny played the drums would make you think you were in a hall 
instead of the street. He played the bass drum all kinds of ways. Black Benny was 
a great bass drummer." 

Miller's view on Williams was echoed by another famous bass drummer, 
George Williams: "Black Benny - he was noted for his exceptional bass 
drumming on parades. He was the best in the city and played a lot of fancy beats." 

Black Benny Williams' influence stretched far beyond the confines of the 
bands in which he played, Henry Glass, himself an old time specialist on the bass 
drum, said Black Benny's parade bass drumming inspired him and greatly 
influence the development of his style. 

"Black Benny was the first drummer I ever saw using a wire (coat hanger) 
beater for playing the single cymbal mounted on a bass drum for parades," Glass 



told interviewers for the Tulane Jazz Archives. "Bands before that used a man to 
play cymbals only." 

Chinee Foster credited Black Benny with introducing the 4/4 beat on the 
street." 

Chris "Black Happy" Goldston was taught bass drum by Ernest Trepagnier, 
who is rated the greatest of the style. 

"Trepagnier said the bass drum is more important to a band than a snare 
drum," Goldston recalls. "It is possible to pick up any kind of snare drum 
(meaning the way the snare was played in the New Orleans brass band tradition), 
but you can't pick up any kind of bass drummer. Trepagnier played all kinds of 
beats, put all kinds of raps in." 

Rudolph Beaulieu, another fine New Orleans bass drummer and admirer of 
Trepagnier's playing, echoed his idol's thoughts regarding the importance of the 
bass drum: "The snare drum is not so hard to play in brass bands, if the bass 
drummer is good because the bass drum can carry the snare with his playing. The 
bass drum can drown out the sound of the snare drum, but not vice versa." 

Chinee Foster commenting on Trepagnier, said: 
"Ernest Trepagnier usually played bass drum in the street. He was a pretty fair 

orchestral drummer, but he was better in the street." 
Kid Minton, though, believed Trepagnier was the best all around drummer in 

this city of talented drummers, calling him "one of the best drummers - snare or 
bass." 

George Williams preferred to play bass drum in brass bands because of the 
influence that instrument had on the music. Williams felt he "could swing a band 
with it." 

"I never saw a colored brass band in which one man played only cymbals," he 
said. "One of the drummers almost always had the bass drum player also playing 
the single cymbal attacked to his drum by hitting it with a beater made from a wire 
coat hanger. Bass drum beaters in the old times were more oblong than round and 
were made from rags wrapped tight and hard." 

In the Tulane Jazz Archives interviews, "Little Jim" Mukes gets mentioned 
almost as many times as Trepagnier when the subject is the favorite bass drummer 
of the musicians of the early jazz era. 

"Everyone liked the bass drum of "Little Jim" Mukes," George Henderson 
said. "He had the biggest bass drum of any, although he was quite small. He was 
especially good on funerals, playing bass drum on parades." 

John Robichaux was a musical force in New Orleans, having a number of 
bands. Robichaux played both bass drum and violin and gained wide popularity 
for his play in street bands. 

Bass drums came in a variety of sizes, with the size depending on the 
preference of the player and the size of the band. As a general rule, the larger the 
band, the larger the bass drum, particularly in the early military brass bands. The 
comments of drummer Ray Bauduc are instructive on this point. "My brother, 
Jules, had a couple of sets of drums," Bauduc said. "He chose the size of the bass 
drum according to the size of the band he played with." 



Joe Rena used a 32-inch drum; Alex Bigard's first drum was 28 inches; Monk 
Hazel said one of his father Charles' bass drum was 28 inches while another was a 
36 inch monster. Apparently it was not uncommon for bass drummers to use the 
size of their drum to gain a measure of notoriety. Klebert Cagnolotti, for example, 
had a 34-inch bass drum. Albert Francis, commenting on the appearance of 
Cagnolotti and his drum, said that "the drum was so tall one couldn't see behind 
it." 

The methods of tuning bass drums were nearly as varied as the sizes of the 
drum heads. Sam Penn tuned his bass drum to the "G" string of the string bass. 
Baptist Mosley tuned his drum to the "A" string of the same instrument. 

Happy Goldston said tuning could vary by the gig depending on the group a 
drummer was playing with. "A flat (intonation) bass drum might not correspond 
to the music because it's too flat, but sometimes it can also be too sharp. 
Sometimes a fellow would give you a note to tune the drum up, sometimes they 
wouldn't. Black Benny tuned his drum in 'A.' I tuned mine to 'G,' " 

Since marching bands didn't include bass violins, tunings varied between 
dance work and marching bands. But even on those occasions where bass violins 
weren't available for tuning purposes, the drums were tuned to the bands in which 
they were played, reflecting the high level of musicianship and artistic intent that 
existed even in the earliest days of jazz. 

The marching bands of the era on the national level tended to be large 
ensembles, while the marching bands of New Orleans in the late 19th Century 
tended to be smaller units. The brass bands in Thibodaux (the home town of Jiles 
and Gabriel) were also larger than New Orleans bands of the era. 

The brass bands of late 19th Century New Orleans tended to reflect the 
divisions in the society of the day. Whites, Creoles and Blacks each had their own 
social clubs and activities, so it is not surprising that they had their own bands. As 
a result many of the musicians of the day did not know musicians who played in 
the other cultural circles. As becomes evident in reviewing the files in the Tulane 
Jazz Archives, the prejudices - both social and personal - of the day colored the 
memories and impressions these musicians had of their contemporaries. What 
comes through, as well, is that these musicians recognized the importance of bass 
drums and their players in the shaping of the distinctly New Orleans brass band 
sound and, ultimately, jazz. 

 

DRUMMING STYLE IN EARLY JAZZ 

 

While the practice of any instrument develops a personal style, certain 
characteristics can be traced from one musician to another. In regard to drummers, 
this differentiation is a distinct thing, with intonation and tone subordinate to 
rhythm and timbre variation. The evolution of the style of music together with the 
evolving of the instrument itself has led to variations in types of beats, rhythms 
and styles. I am going to present the information from these early drummers in 
chronological order in the hope of showing a progressive development of style 
and instrumentation. The evolution began with a role that originally took three 



men to play down to the multi-drummer playing the part of the original three-
instrument section. 

Bill Philips (1885): "For the funeral marches to today, you play four beats to a 
measure, but at that time, the bass drum hit one beat per measure. The style hasn't 
changed; it's just that they want to get along much quicker. They march faster 
now. A long time ago, no one would pay attention to a drummer who couldn't 
'twist' his sticks a little. When I was in New York, Barney Bigard had a band with 
great musicians but they just didn't have that New Orleans beat. It is a freakish 
beat on that bass drum." 

Baptiste Mosley (1893) recalled that he only used cymbals, snare drum and 
bass drum in the early part of his career. He said he began using other accessories 
(cowbells, cocoanut shells, etc.) when playing with the 10-piece band of Willie 
"The Elder" Humphrey. 

Chris "Black Happy" Goldston (1894): "The old style - first chorus - on the 
snare, cymbal, woodblock or tom-tom. (Happy would play rolls on his snare on 
the beat, sometimes off the beat, then he would switch from that to a woodblock 
and from there to something else.) When I would take a drum solo, I would work 
all my stuff." 

Jack Laine (1873) is sometimes called the first white jazz musician. He played 
bass drum in the street and was a trap drummer for many early dance bands in 
New Orleans. 

"When a drummer began playing all the drums, the style of drumming 
changed. They got a certain beat right, if you notice - one steady beat. A steady 
beat. There's no changes. Not me. I'd make rolls in mine - lots of rolls, lots of 
plumping (meaning lots of different strokes such as rolls, flams, etc.), one thing 
and another and all sorts of that where it would fill out the proper place. That's 
how I played." 

Laine's approach might have been one of the forerunners to 'be-bop' 
drumming. 

Minor Hall (1897) maintained that New Orleans drummers of his day almost 
always played a four-beat rhythm and had done so since he was a child. It was 
known as "rocking time." How pervasive was four-beat rhythm in New Orleans? 
Hall said Kid Ory's drummer played four-beat drumming even on the blues. "The 
people who started the two beat style were the Lu Watters Band of San 
Francisco," Hall explained. 

Alex Bigard (1898) described the drum equipment of his era: "Old time 
drummers didn't have floor tom-toms; they did have small Chinese tom-toms, but 
most drummers would get a tom-tom effect by playing the bass drum with the butt 
end of their snare sticks." 

When asked if a drummer should use his traps (accessories such as 
woodblocks, tom-toms, etc.) when playing the blues, rather than just the snare, 
Bigard said "the more snare a drummer uses in the blues, the better. The traps 
don't fit the blues." 

Alfred Williams (1900) gave an overview of the different styles, techniques 
and equipment used by his drumming contemporaries: 



"Henry Martin had a triangle that he used on waltzes on a two and three beat. 
Martin played both drums. He didn't play on the cymbal until they went out. They 
would hit crashes in spots, but when you went out, you'd go out on the crash 
cymbal. He would be hitting the afterbeat on the snare, just like they do now. 
They always carried that afterbeat. I believe that's where New Orleans got that 
swing from. I think Red Happy was fine for being all over the drums, making a 
flare and still keeping time. He was fast, too. 

"Woodblocks? They all used them - Henry Martin and all that bunch. They 
don't do that anymore. Baby Dodds played on the rim a lot. I used to do that, too, 
in the early days. When they said soft then, you would bet on the blocks or the 
rim. They would play some on the shell too. 

"You have to keep the cymbal going now, that is the way they want it. When 
Andy Anderson (trumpet) is up, he wants the sock cymbal open; letting it ring, 
even when he takes a chorus. It gives a better swing than the snare drum. 

"Most of the drummers would play on the rim. It is 'nice' with the beat off the 
cymbal on the bass drum, throw the cymbal beater off. Martin was the first one 
whom I saw doing this. The guys now don't want to scar their drums. It would 
make white marks on your drum - after three choruses of ensembles, the trumpet 
player would take a solo. 

"In those days when you were 'going out' (finishing a tune), you would hit the 
Chinese crash cymbal rather than the Zildjian." 

Watkins (1900) said he got his four/four beat from Zutty whom he knew from 
about 1917. Baby Dodds played mostly in a two-beat style then, but Singleton 
played the style called "Memphis time." Black Happy Goldston was also a 
proponent of the two-beat style. 

Chinee Foster (1900) made these observations on the old time drumming 
style: 

"In the old days, the banjo played four beats to the bar (except in three/four 
time), exactly with the drummer's tapping his woodblock. Drummers played two 
or four beats, according to taste. The big difference between old-style drumming 
and modern drumming is that modern drummers use their cymbal more than they 
use their snare drum. Old time snare drumming produced crisper sounds; today 
drummers produce deeper sounds on their snare drum because they don't tune 
their snare drum, or use enough tension on the heads." 

Foster continued by revealing his personal approach to drumming: 
"I advocate playing drums for the benefit of the entire band, not for the benefit 

of the drummer. The drummer should help the blowing instruments; give them 
support and fill the holes they leave. I might use four beats to a measure when two 
beats are indicated by the written music because four beats might sound better. If I 
discover four beats crowds the music too much, I will change to two beats per 
measure. The four-beat bass drum may be used at any time, but it is usually 
reserved for the last chorus, which is loud. The purpose of the extra volume is to 
make the dancers feel good - 'to get their mind upset.' " 

The general consensus that New Orleans drummers used more bass drum than 
drummers from other locales was shared by Cie Frazier (1904). The New Orleans 



style carried over in other ways, as well. Lawrence Trotter maintained that Roy 
Evans (who played with Sam Morgan) used his foot differently from other 
drummers, beating four/four rhythm and skipped a beat here and there. Evans 
tom-tom technique was also different. 

Ray Bauduc assessed the variations in style and techniques that developed in 
New Orleans. 

"Everyone had their own style," Bauduc said, "I had no names for the various 
rhythms in New Orleans, such as a shuffle beat. The drop beat is the after beat. 
You must have an up beat to get a drum beat. The after beat is on the two and four 
of the four quarter note - your foot is playing the down beat with the bass drum." 

Bauduc also looked at the evolution in techniques. "Today, drums play only 
unaccented eighth notes while I accent the triplet which makes them wail a little 
better," he said. 

"My main idea at the drums it to change from one beat to another on each 
chorus," Bauduc continued. "All drummers around New Orleans played a press 
roll because that was the style for jazz. The press roll was played on the second 
beat of the bar. I was not concerned with who had the best press roll because each 
rolled his own way. I played a lot of things on the woodblock and cowbells, like 
Baby Dodds did. 

"My brother Jules showed me how to play the right way, advising me to listen 
to Zutty Singleton. I was smart enough to absorb what my brother said. My father 
wanted me to learn to read notation. I explained that drum notation was just 
'umpah, umpah' for each chorus and 'that guy' (the band leader) would hit me on 
the head if I played that on every chorus." 

George Peterson (1900) spoke of the different types of drummers and their 
musicianship: 

"There were two styles of drummers when I started," Peterson stated: "There 
were percussionists and timekeepers/percussionists." Peterson said that the 
percussionists were more inventive, using variations on their accents to highlight 
different parts of the pieces they were playing. The time keepers, on the other 
hand, did just that - kept time. 

Paul Barbarin, a drummer who came from a family of musicians, talked about 
the use of accessories. 

"Cymbals were only used (with exceptions) during the last, or going out 
chorus. Woodblocks were required for playing 'High Society,' and were used 
primarily during the clarinet solos. I think that Baby Dodds was probably the first 
drummer I heard play on the rim and the shell of his drums. 

"Drummers I liked of that era were (John) MacMurray and Jean Vigne," 
Barbarin continued. "They always played two-beat. The first time I heard four-
beat drumming was by Red Happy Bolton, playing with King Oliver and Kid Ory 
at Economy Hall. The band was playing the blues." 

Certain drummers were noted for certain techniques or strengths. When Leo 
Adde played, the ball which hit the bass drum fell like a metronome. In those days 
a good drummer was a man with a good solid beat. Monk Hazel recalled that "if 
you played both drums at one time they'd call you a trap drummer." 



While many of the drummers were show drummers (doing tricks with their 
sticks while playing), Red Happy Bolton was perhaps the most flamboyant player 
of his day. Dave Oxley recalled Bolton jumped over drums, used six drum sticks 
at one time, put the cymbal behind his neck, and juggled his sticks - all this while 
maintaining a two-beat style! 

Vaudevillian drummer Fred Moore also recalled Red Happy's dramatic use of 
his sticks: 

"Red Happy Bolton used both four/four and two/four styles. In show 
drumming, some numbers call for two beat - the foundation to hold the band 
together. In some numbers, Red Happy would beat four, but he was good on both 
of them. He was what was called a foundation drummer and a fly drummer, too. A 
fly (eccentric) drummer takes the drum solos, throws sticks up in the air. Red 
Happy was using around four or five sticks all at once." 

Moore was prone to multiple stick use himself. "I used four sticks - two on my 
arm and two in my hand,” he said. "It is something like juggling but you move in 
rhythm; you switch the sticks around. I used to use nine sticks, but I would have to 
do it sitting in a straight chair - one on each side sitting on them, one between my 
legs, two on the bass drum, and two on my arms. Any drummer sitting down low 
can't keep the four-beat up all the way through. They get tired in the instep or the 
calf of the leg." 

 

PRESS ROLL 

 

The press roll was mentioned by Ray Bauduc and Jack Laine in the previous 
section. It was a style commonly used by many early jazz drummers. It appears to 
be a carry-over from the days of playing in marching bands, as research indicates 
that there were no rolls included in African drumming. 

Practically all drum music that has survived since the 17th Century seems to 
consist of 'open beating' varied by ornamental groups of notes written out in 
definite time. In the early 18th Century, the roll first appears, although it is not 
widely used. In Arne's Masque Alfred, there was a march using a side drum for 
which the composer included a measured tremolo in notes of the same value as 
those played by the violins. Supplementing this was the word "tremolo" written 
above the stave. Thus, the use of two sticks was now needed, where as before only 
one was necessary. 

How this formal version of the roll made its way into brass bands and later 
into jazz drumming is, like most of the other evolutions into jazz, murky. But, 
rolls were key elements in defining jazz playing. 

Alex Bigard distinguished between types of rolls which appeared early in the 
development of jazz. "I played a press roll in the regular, legitimate way, but there 
were a lot of drummers who played a 'snatch roll.' "The name comes from the 
manner of pulling the drums to oneself while executing the roll. What both rolls 
had in common were that they were started by the left hand. 

The press roll was the staple for jazz. Watkins said that "jazz drummers have 
always used press rolls." Chinee Foster maintained that the ability to roll a 



dividing line among drummers. "The difference between old style drumming and 
modern drumming? Half of the drummers don't use drum rolls because half of 
them can't roll." 

While rolls were at one time linked with the ending of songs, Black Happy 
Goldston noted that, "on waltzes, a drummer has to roll plenty. There are times, 
too, when the drummer has to roll the band in." Happy would play his rolls on his 
snare drum, on the beat sometimes, sometimes off the beat. 

The press roll was also called the crash roll by some drummers. Alfred 
Williams noted that fact when discussing Henry Martin and Baby Dodds: "Martin 
used to get on the shell, and had a crash roll (same as a press roll) on his shell. 
Sounded good. Baby Dodds did the same thing." Bill Russell recalled Baby Dodds 
calling "a certain roll a press roll," while "Cie Frazier called it a crash roll." 

Frazier, himself, said Louis Cottrell was "the best rolling drummer we ever 
had. He could make more difficult rolls than any one man I ever heard in my life." 

Bill Philips' mentor was Tubby Hall. Philips said of Hall: "He reminded me of 
old man Cottrell. He had a tough, even roll." 

Sal Gutterriez said maintained that Leo Adde had the finest press roll he ever 
heard, while Jasper Taylor said, "Baby Dodds used press rolls and Zutty Singleton 
came as close to Dodds' press as anyone." 

 

SOLOS & BREAKS 

 

Early jazz was a collective effort. There were few solos in early New Orleans 
dance music. And musicians like Peter Bocage, Sonny Henry and others 
considered it their roles to play the music as it was written in the band 
arrangements they were accustomed to playing in marching bands. But, as a jazz 
feeling matured, solos became the norm rather than the exception. With solos 
came drum breaks. 

"Drums didn't take breaks, solos or play tags (at the end of a tune) in the old 
days," Sam Penn said. Penn said he got the idea of tags for the drummer from 
Sharkey Bonano. William Russell says Baby Dodds told him he had first heard tag 
endings in New York in the 1940's. 

Monk Hazel, who came from a family of drummers, said solos were frowned 
upon by old time drummers. 

"There were never any drum solos then," Hazel said. "You'd get two bars or 
you got four bars at a time. There never was anything more than four bars." 

Hazel said his father taught him that drums were supposed to be felt, not 
heard. "If you played loud," he added, "they called you 'mule foot.' You were 
supposed to work for the band." 

Chinee Foster once said that the bass drum is for keeping time in breaks, the 
hands for making 'foolishness.' John MacMurray always wanted Foster to keep 
time with his bass drum, regardless of what he was doing with his bands. On his 
solos, Foster always kept at least one stick playing the snare, with the other 
beating the tom-tom on the bass or some other trap. 

Red Happy Goldston was among the first to gain notoriety for his solos. 



"Drumming in the old days would have short solo breaks, but not full 
choruses," said Cie Frazier. "Red Happy was the only drummer who took a lot of 
solos." Frazier believed Goldston's extended soling started while he was playing 
with John Robichaux's band at the Lyric Theater. 

"When he would take a drum solos, he would work all his stuff," Frazier 
recalled. "He used to hit all kinds of raps. In all the music, the introduction would 
be heavy, then soft to the trio, and soft to the second ending and then go on up to 
the left hand corner (beginning), only you're going out then and you can go out 
screaming." 

Alfred Williams had another perspective on Red Happy's solos. 
"Red Happy was fast. He didn't take many solos, but he'd make those 

explosions; make an ending; go all over the place. Happy's endings, when he was 
going out, were not solos, but he would make three endings with the trumpet. 

Frazier added that solos where considered a test of a drummer's ability, noting, 
"If a drummer couldn't solo, he wasn't a drummer." 

Most solos lasted for one chorus, with the drummers concentrating on the 
snare drum, sometimes stopping the bass drum altogether, or at most making a 
down beat with the bass. 

Paul Barbarin remarked that, "Drummers didn't play any extended breaks in 
the old days. They would play some two-bar breaks sometimes. MacMurray 
played a lot of two-bar breaks. MacMurray had one particular tune during which 
he would take two-bar breaks by dripping a wagon chain on his snare drum." 

Penn believed the expansion of the drummer's role through solos and breaks 
was good, "because it gave a drummer a chance to play his part." 

 

DRUM EQUIPMENT 

 

Drum set-ups evolved with the music. Brass band drummers often had a snare 
or a bass, and eventually various sets of traps. Each drummer tried to personalize 
his equipment and the easiest way to do that was to develop specialized 
equipment. 

Albert Jiles (born in 1879) said his father's drum set included "a Chinese crash 
cymbal, woodblock, cowbell, snare drum and bass drum." 

Alex Bigard (born in 1898) said his drum set consisted of, "A snare drum, 
bass drum, Chinese cymbal, woodblock and four tuned cowbells. My snare was 
14 inches in diameter with a six-inch high shell." 

Alfred Williams had a Leedy 14" by 24" bass drum and a 5" by 15" snare 
drum, and used a Chinese crash cymbal as well. 

Williams, in addition to being an accomplished drummer, turned out to have a 
wealth of information about the drum kits used by other great New Orleans 
drummers. Williams said that Henry Martin (in Kid Ory's Band) also used a Leedy 
drum set, with the addition of a tom-tom to the basic snare and bass kit. In 
addition, Martin also used an 18-inch Chinese crash cymbal and woodblock, but 
no cowbell. "He did have triangle," Williams added of Martin's kit. 



Williams was also familiar with the kit used by Red Happy Bolton. "He might 
have had a single cowbell, but he also had a triangle that hung by a string right 
down the side of the bass drum." 

"Ernest Trepagnier's drums - snare, duplex 4" by 14", had 12 tuning gears," 
Williams said, adding that Trepagnier also used a 15 or 16-inch Zildjian cymbal. 

Williams, in his 1961 interview for the Tulane Jazz Archives, said he had 
heard about single-headed snare drums, but had never actually seen one. He said 
they were used before his time. Williams did recall that early drums were made of 
stained oak, just like the children's snare drums are now. 

Watkins, the drummer for George Lewis's band, was said to be an authentic 
jazz drummer. Lewis was very particular about the manner in which his drummer 
played. Watkins said that in order to meet Lewis' exacting standards he used a 
snare and bass drum, cymbal, tom-tom and woodblock. "That's all you need for 
authentic jazz," Watkins commented. 

Watkins said Henry Martin's kit included a cymbal, woodblock, wood shell 
snare drum, Chinese tom-tom and "a pretty good sized bass drum," which he 
believed to be in the range of 28-inches. 

Paul Barbarin was a fan of the great old time drummer John McMurray, who 
frequently used a banjo head for a snare. "McMurray was a good drummer," 
Barbarin said. "He had a lot of traps - chains, whistles, ratchet, etc. He had a big 
bass drum and a small snare, like a banjo. He had old fashioned woodblocks, 
which were narrower, smaller and more durable than those today." 

Monk Hazel described the set he used for dance jobs; "My bass drum was 
from 12 to 16 inches. I had a 16-inch by 30-inch model. The standard at the time 
was 14 inches by 28 inches." 

Hazel recalled that John Stein had an elaborate set of traps that were mounted 
on a U-shaped pipe - "chimes, boat whistles, bells, everything." Hazel said. There 
are numerous pictures of jazz era drummers (especially those taken during the 
Chicago era of jazz) having what looks like a clothes line with percussive 
equipment strung on it like drying clothes. 

Sal Guttierrez had a 30-inch bass drum that had a trap door on it. Henry 
"Pickle" Jackson had a 28-inch bass, although he later switched to a 26-inch 
model. Jackson also had three or four cowbells, which were placed on top of the 
bass drum, as well as temple blocks. 

Milford Dolliole's said his set included, "Four cowbells, a large crash cymbal 
(Chinese), one Turkish cymbal, and an overhead beater," Dolliole used light sticks 
and may have been among the first drummers to have a home-made practice pad. 

 

BASS DRUM PEDAL AND 

PEDAL AND CYMBAL COMBINATIONS 

 
Claims of inventions fare frequently called into dispute. Such is the claim of 

being the first drummer to use a pedal on a bass drum. Dennis Brown, in his well-
researched volume on the drum, mentioned that, in 1850, the Richardson Family 
used a bass drum with a pedal which had been invented by Cornelius Ward. 



There are three types of drum pedals: 1) the over-hanging or swing pedal; 2) 
the heel pedal; and 3) the toe pedal. George Olney was awarded a patent on the 
swing pedal in 1887. In 1909 a patent for a heel pedal was issued to E. M. 
Anderson. That same year, a toe pedal design was patented by the Ludwig 
Company. 

How the demand for pedals was developed is not clear, but a number of New 
Orleans drummers deserve credit for advancing the development and 
implementation of the pedal for the bass drum. This development enabled 
drummers to play the complete drum set; using a foot and two hands (later in the 
process, musical work would be found for the previously unemployed second foot 
of the drummer). This concentration of the percussion instruments in the hands of 
one musician was critical to the development of jazz. 

Alex Bigard (1898) was an eyewitness to the evolution of the bass drum foot 
pedal: 

"The first foot pedal for bass drum I ever saw was the old overhead foot pedal 
which was attached to the upper part of the rims of the drum and strapped on the 
bass drum head from above, rather than from the floor as modern pedals operate. 
It had a lamb-skin covered beater. There was a cymbal attached to the rim of the 
bass drum and a metal attachment on the overhead pedal would strike the cymbal 
at the same time the beater struck the bass drum." 

Dee Dee Chandler (1866), the drummer in the John Robichaux Band, is 
believed to have been the first drummer to play on a drum set which included a 
bass foot pedal. Credit for the line-up innovation went to the band leader. 
Robichaux was long known as "the first man to add traps to the orchestra." Sam 
Charters, in his book Jazz: New Orleans 1885-1963, makes it clear that while 
Robichaux's reputation is well deserved, the invention was Chandler's. 

"Chandler took a standard brass band bass drum and bolted a piece of spring 
steel on the top of it, bent so that the loose end of the spring was over the center of 
the drumhead and a few inches away from it. He put a covered block of wood on 
the loose end so that the block would hit the drumhead, if the spring was bent. On 
the floor he put a hinged wooden pedal, cut out of a Magnolia Milk Company 
carton he'd gotten from the King Grocery where he worked, with a chain stretched 
from the raised end of the pedal to the end of the spring. When he stepped on the 
pedal, the chain pulled the block against the drumhead, and when he released the 
pedal, the spring pulled the block back. He tied a trap drum onto the side of the 
bass drum with rope. The sound was probably erratic, but Chandler was a 
sensation widely imitated. Some of the drummers improved on his design by 
using a steel rod and baseball instead of the spring and wooden block." 

Jack Laine (1873) was one of the modifiers. Laine's interest in the bass foot 
pedal was nearly unavoidable. In addition to being a drummer, Laine was a 
blacksmith. He claimed to have been the designer of the first baseball-on-a -stick 
version of the bass drum foot pedal. The ball and stick were attached to a rocker 
arm that the drummer operated with his foot. 

Albert Jiles (1878), who was one in a long line of Jiles drummers, recalled his 
father's set: "The foot pedal was called an overhead foot pedal and his father had 



built it himself; it was made out of wood. Similar to a foot pedal of today, but not 
as fast. It was set up like a box so that it would stand level on the floor." 

Bill Philips (1885) left this rather detailed description of his bass drum pedal: 
"It's an overhead, with a long rod with a beater on it. It hooks up on top of the 
drum and in the back and the spring hooks her to back there and would keep that 
pedal on the swing. The straps were hooked to the beater and when I hit the foot 
pedal, it would pull it down and the spring would put it back up. It was very fast. 
You had to have a good steady foot to control it because that thing would pull you 
out of time. Black Benny had one. He was the only other one I knew that had one 
(Slingerland)." 

Monk Hazel recalled the impact of the introduction of the foot pedal: 
"When the foot pedals first came out, you could use the traps, you could use 

the cymbal on the top and the foot pedals. They always had a little attachment on 
the pedal and you'd put a cymbal down on the side of the bass drum and it would 
hit the bass drum and cymbal simultaneously." 

Hazel said that the firs foot pedals consisted of wooden foot parts, metal rods, 
beaters, springs and leather straps, and were mounted overhead on the bass drum. 

Chinee Foster believed that the crowfoot pedal predated the overhead beater. 
In this configuration, as was the case with the overhead beaters described by 
Bigard, the crowfoot pedal had an attachment that struck a small cymbal on the 
bass drum simultaneously with its striking of the bass drum head. 

George Henderson offered this description of one bass foot pedal which had a 
cymbal beater attached: 

"The cymbal beater struck a cymbal mounted on a bass drum. Each time the 
beater (which attached to the bass drum pedal) struck the bass drum, the cymbal 
beat as well. It was not used of four/four time. It was used for slow fox trots or 
waltzes. Bands played loud in those days, especially the ones that played 
advertising jobs on trucks. The cymbal beater described is not used now, probably 
because bands don't play so loud anymore." 

Joe Watkins (1900) was of the opinion that New Orleans drummers used 
pretty big drums, which produced pretty much volume. Watkins also believed that 
the overhang pedal was the loudest drum pedal around. 

"I bought my first set of drums in 1919," Watkins recalled. "In those days, the 
drums had overhanging pedals. The over hanging pedals really hit more than the 
modern drummers do. Besides that, you had a side cymbal; I used one of those. 

"The first set I bought from Wurlitzer had two overhanging pedals and a side 
cymbal on the left hand side," Watkins added. "They both hit at the same time. 
Then, when you wanted to, you could take a (drum) stick and throw it off so you 
would only hear the bass drum. I used to watch Baby Dodds do that at the old 
Temple Roof Gardens and O'Kenna Hall (also known as Funky Butt Hall) on 
Perdido Street. After two or three choruses, Baby would 'throw that off' and all 
you would hear would be the bass drum and snare drum going." 

Alfred Williams (1900) recalled Leedy drums using overhead pedals. 
Williams hit his bass drum and cymbal at the same time. But, Williams was left 



handed, and his kit and approach reflected that different orientation. Williams 
described how he hit his bass drum and cymbal: 

"They were both connected to my foot pedal. If you wanted to play soft, you 
could release it and take off the cymbal. The first pedal I saw was an overhead 
Leedy pedal. Zutty Singleton had a Ludwig at the Lyric Theater in the 1920s with 
John Robichaux after Red Happy left. They cost $10 at the time I got mine. It is 
nice with the beater off the cymbal on the bass drum. Henry Martin was the first 
drummer I saw throw the cymbal beater off." 

George Peterson liked to use the side cymbal. He said throwing the cymbal on 
and off was done by using a drum stick. "If one had a good left hand, Peterson 
said, "One could continue playing." 

 

EARLY CYMBALS 
 

In order to understand jazz and its early history, it is necessary to know the 
instruments involved and the styles in which they were played. While this could 
serve as a general rule of scholarship for any music form, it is particularly 
applicable to the study of jazz drumming. Because jazz was at its core dance 
music, the beat provided by the drums propelled not only the dancers, but the 
development of the music itself. 

The Tulane University Jazz History Archives provide a lode of information on 
jazz. Included in the collection are numerous first-person accounts of the early 
days of jazz, including the recollections of many of the great drummers in early 
jazz. Black Happy Goldston was among those whose comments are preserved in 
the archives. 

"In the old style, the first chorus was played on the snare, cymbal, woodblock 
or tom-tom," Goldston said. "On the last chorus, I would play only the cymbal and 
bass drum. Sometimes I would choke the cymbal, sometimes I would leave it 
open. When we would go out soft, I would choke the cymbal with my left hand 
and beat the cymbal with my right hand." 

Alex Bigard gave his description of a distinctive beat in early jazz; 
"There was a beat in the older days in which the drummer in a dance band on 

the 'out' chorus would play cymbal and snare drum at the same time, striking them 
double forte simultaneously on each beat, instead of playing one on the off beat 
and the other after the beat. It is a good beat, but the younger players don't 
understand it." 

Joe Watkins, who gained the reputation of being an authentic jazz drummer 
during his days in George Lewis' band. Watkins had a method to his use of 
cymbals. He used them to enhance the beat, or he would refrain from using them 
in order to make a hole in the sound for another instrument. 

"If there was no banjo, I used to play the cymbal to help provide a bigger 
sound, particularly in fast and moderate tempos," Watkins said. "George Lewis 
requested I used the cymbals in that manner. I wouldn't use the cymbals on the 
first chorus if the banjo was present." 



The make and style of cymbal used in the early years of jazz was different 
than the Zildjians used today. Albert Jiles recalled that the first cymbals were 
mostly "Chinese crash cymbals." Monk Hazel concurred, adding that it was the 
cymbal of choice for early jazz drummers. Alex Bigard owned a cymbal of this 
kind,” But only one and no Turkish cymbal." 

Harold Peterson explained that the cymbal's use was limited in early jazz. 
"In those times, drummers didn't use many cymbals." Peterson told Archivists. 

"When drummers began to use the big Chinese cymbals, they thought that the 
drummer who used the biggest and loudest one was the best drummer." Peterson 
added that the popularity of the Chinese cymbal predated the development of the 
high hat, or sock cymbal. 

Alfred Williams commented on the styles of one of his favorite drummers, 
Henry Martin, and other drummers who left their marks on early jazz. 

"Henry Martin didn't play on the cymbal until they went out. They would hit 
crashes in spots, but when you went out, you'd go out on the crash cymbal. All the 
bands did that, it was routine. The old drummers - Martin, Zeno, Black Benny, 
Red Happy, all those guys - would make explosions and still keep time. The 
explosion is probably called a flare now. You have to keep the cymbals going 
now." 

Williams added that musicians who would take solos would often request 
certain uses of the cymbals during their playing. "They used to tell you what they 
wanted behind their solos, like light cymbals," Williams said, noting that "Alvin 
Alcorn liked the choking cymbals hit by mallets." 

Chinee Foster remarked that the use of cymbals seemed to gain in popularity 
with the passing of time. "Modern drummers use their cymbals more than they use 
their snare drums," Foster said." 

 

HIGH HAT OR SOCK CYMBAL 

 

Take a good look at photos of the early jazz bands. The drummers, you'll note, 
had no high hat cymbals, just a bass drum, snare drum, and a suspended cymbal. 
The only additional percussion instruments in view might be either woodblocks, a 
hanging triangle or both. 

Alex Bigard said early jazz drummers "didn't even know what a sock cymbal 
was." Ernest "Kid" Minton, a trumpeter who also played drums, said the first 
drum sets included neither tom-toms nor sock cymbals. 

But, even if a drummer was sock cymbal literate that was no guarantee the 
instrument would be played during jazz numbers. Band leader George Lewis 
insisted that his drummer Joe Watkins not play the high hat during the band's 
performances of traditional New Orleans jazz. 

"I bought one and tried it," Watkins said. "But George Lewis told me that if I 
was going to stick to authentic jazz, I didn't need a high hat." 

Watkins said Lewis was being true to the music, that high hats were not used 
in early jazz. "The old music usually required four beats per measure on the bass 
drum," Watkins said. "Using the high hat also (on two and four) would complicate 



matters and tend to confuse the other musicians." Watkins said he did not see a 
high hat being played in New Orleans until about 1940. 

Alfred Williams said high hats were being played in New Orleans for at least 
20 years by that time. 

"The sock cymbal came in the '20s," Williams said. "The first one I used was 
called the snow shoe. I got it when I was working at the LaVida Dance Hall. It had 
two wooden pieces, one on the top and one on the bottom. The next one that came 
out was called the lowboy." 

Lawrence Trotter knew old time drummers Alfred Williams and Louis 
Barbarin. He said both were using sock cymbals when he began playing in 1930. 

Baby Dodds claimed in print that the president of Ludwig drums designed the 
high hat around him. Dodds also claimed to be the first to use the high hat. Dodd's 
claim, however, runs head-on into the comments of Joe Watkins, who said, "I 
never saw Baby Dodds use a high hat." 

Monk Hazel said Ray Bauduc designed the first high bar, although he agreed 
with Dodds' assessment of who manufactured the first high hat: "Ray Bauduc 
designed the first things that I saw that even looked like high hats. It was two 
cymbals with a pedal, but down, not up like they are now, and they would clap 
together. I think old man Ludwig of the WFL Drum Company put out the first 
ones of what would become known a high hats." 

 

BRUSHES AND STICKS 

 

Jazz had its roots in the streets and dance halls of New Orleans. It should not 
be surprising then that drummers in jazz bands developed different equipment and 
techniques for use in the two settings. Sal Guttierrez said drum sticks reflected 
this attention to the environment. 

"There were two sizes of drum sticks," Guitierrez said. "There was a light pair 
for orchestra work and a pair for street work. It was a heavier stick for street 
work." 

No one is clear on when wire brushes came to be used by New Orleans 
drummers, although it appears to have been during the late 1910s. 

Arthur Vigne, son of famous New Orleans drummer Jean Vigne, put the date 
at sometime after his father's death in 1916. Sal Guttierrez was a teenage sensation 
on the drums during that same period. "Wire brushes, which were right down my 
alley, were just beginning to come into prominence then," Guttierrez said. "Other 
drummers would ask what wire brushes were since they had never heard of them." 

Alfred Williams was a contemporary of Guttierrez. He recalled his early 
encounters with the wire brushes: 

"I use wire brushes at Pythian Temple Roof Gardens. They first came out with 
wooden handles. I think I had them with Sam Morgan in 1921 and with Buddy 
Petit. They used them for soft parts. The brushes didn't fold up like they do now. 
You had to put a rubber band on them to hold them in place when you put them in 
your case. They used the same kinds of sticks then as now - ebony, hickory and 
rosewood. The rosewood had stripes on it; it was a very strong stick. Armand J. 



Piron wanted brushes. Sam Morgan wanted sticks. Brushes were out in the '20s, 
but colored bands didn't use them." 

 

TUNING 
 

Different drummers tuned their drumheads to different pitches. In the Tulane 
interviews various drummers stated their tuning preferences: Alfred Williams and 
Baby Dodds tuned their snares to a high pitch; Chinee Foster tuned his lower, but 
had a specific tuning for each drumhead. He tuned his batter head on his snare to 
"F," and his bass drum head to "D." Alex Bigard tuned his bass drum to the "B" of 
the bass fiddle, while his snare was tuned to "D" of the bass fiddle, while his snare 
was tuned to "C." 

Foster had tuning his drums down to a science, and looked with disfavor on 
modern drummers who failed to appreciate his insights. "Most contemporary 
drummers don't know how to tune their drums," Foster said. "The batter head of 
snare drums or bass drums should be tighter than the other head. The other head is 
the one which should be tuned to a certain pitch." 

Tuning did not always require constant adjustment, in fact, some advised quite 
the opposite. Alfred Williams recalled the tuning advice of his drum teacher Dave 
Perkins: "Old man Perkins told me never to run the drum up and down. Once you 
tune it and get it like you want it, just leave it that way and you will always have a 
nice tone." 

 

MUFFLING 
 

In talking about the early days of New Orleans jazz and dance music, George 
Henderson said that "Mutes weren't used much on bass drums then." Sal 
Guttierrez agreed, but noted that pillows were frequently used to accomplish the 
same effect. 

Chinee Foster was dead set against the use of mufflers, saying that they 
"destroy the characteristic of the sound. The bass drum should produce a 
humming sound. Bass pads make the drum sound out of tune." 

Alfred Williams came to use mufflers later in his career. "I didn't have one 
when I left New Orleans in 1936. Buddy Petit's band didn't want anything on their 
drums. Mufflers were put inside the snare drum first. I had a muffler in my snare 
drum in 1934. Alex Bigard put one in his snare." 

A variation on altering drum sounds came through the use of double tension 
on the drumheads. Alfred Williams recalled that Baby Dodds was the first 
drummer he ever saw using double tension on his drums. 

 
 
 
 
 
 



 
 
 

BLACK AND CREOLES OF COLOR 

DRUMMERS 

 
Just as the classical composers who influenced J. S. Bach are not well-known, 

the New Orleans cornet players who influenced the great Louis Armstrong remain 
obscure even to many jazz historians. But, as Armstrong was influenced by Buddy 
Petit, Henry "Kid" Rena and Chris Kelly, so to were there influences for the great 
jazz drummers Baby Dodds and Zutty Singleton. There was an entire generation 
of drummers who planted the roots of jazz drumming technique deep in New 
Orleans music. 

Early jazz musicians, in interviews housed at the Tulane University Jazz 
Archives, speak of certain drummers with reverence. The names of drummers 
whose playing and style greatly influenced the other players of their day appear in 
a number of interviews. 

Because of the divisions in New Orleans culture during the early years of jazz, 
it was common for musicians of different races and cultural backgrounds to 
develop in isolation from their contemporaries of different racial backgrounds. 
These racial barriers split the development of jazz into distinct branches. In 
providing biographical information on the influential early drummers in New 
Orleans jazz bands, I have opted to dividing the drummers along those same racial 
lines. 

 

Paul Barbarin (1901-1969) 

 

Paul Barbarin was one of the most famous drummers in New Orleans jazz 
history. His first instrument was the clarinet, but he turned to drumming out of his 
admiration of Red Happy Bolton, who was then playing with King Oliver. By 
1918 Barbarin had landed a job as a drummer in Johnny Prudence's Silver Leaf 
Orchestra. He played with that band for several months, then joined Buddy Petit 
who was the manager of a new band just starting out as the Young Olympia Band. 

In 1918 Barbarin and some friends from New Orleans traveled to Chicago 
looking for work in the stockyards there. They found it, but soon decided they 
missed playing music. Barbarin joined a band led by Roy Wolfscale, Eddie 
Vincent, a trombonist who was in Chicago with the Original Creole Band, had the 
idea of gathering some of the New Orleans musicians who were living in the 
Windy City to play. Bill Johnson lined up a job for the group at the Royal Gardens 
Cafe. The players lined up included Barbarin, Johnson, Lottie Taylor on piano, 
and Jimmy Noone on clarinet. They sent the call to New Orleans for Buddy Petit 
to come and join them. Petit couldn't go, so they sent for King Oliver, who did go. 
It was at this cafe that "The Royal Garden Blues" was created. Barbarin, like many 
of the other musicians in the area, played second jobs after the Royal Gardens 
closed at night. 



The Royal Garden Band broke up in about 1919 and Oliver formed his own 
band, but Barbarin joined Art Simm's Band instead. Barbarin did not stay long in 
Simm's Band, leaving to tour the Orpheum Circuit in a "Plantation Show." In 
Norwalk, Connecticut, Barbarin quit the show and formed a three-piece band that 
played at a nightclub called Patterson's. Six months later he was back in Chicago, 
playing this time in Jimmy Noone's band at the Paradise Gardens. Homesickness 
sent Barbarin back to New Orleans within the year and there he joined Luis 
Russell at Tom Anderson's in Storyville. 

In 1922, Oliver called back to New Orleans from Chicago and convinced 
Barbarin, Louis Armstrong, Albert Nickolas and Barney Bigard to come and join 
a new group he was forming. The band was scheduled to open at the Lincoln 
Gardens on Christmas Eve, but a Christmas tree fire destroyed the building before 
they started.  

Within the year, Oliver had another band together that included Barbarin, 
Armstrong, Kid Ory and others. By 1926, the band's fame had spread to the East 
Coast. They were invited to play in New York at the Savoy Ballroom. After two 
weeks, the band was offered a job at the Cotton Club, but Oliver turned it down 
because the money wasn't good enough (Duke Ellington took that booking 
instead). 

After the Savoy dates were finished, Barbarin returned to New Orleans, 
playing with Fats Pichon's group at the Pelican Cafe on Gravier and South 
Ramparts Streets. After four months on this job, Barbarin replaced Louis Cottrell, 
Sr., in Piron's Orchestra at Tranchina's Restaurant. 

By 1928 Barbarin was back on the road, this time heading back to New York 
where he rejoined Luis Russell at the Nest Club on Lennox Avenue. The band 
played dates at the Savoy, and the Saratoga Club, before touring with Louis 
Armstrong, Barbarin came back to New Orleans in 1933 and organizes the band 
Paul Barbarin and his Jump Rhythm Boys, but left again in 1935 to rejoin Russell. 

In 1942 Barbarin was back in Chicago, playing the Barrick Lounge with Red 
Allen. Together they played jobs there and on the West Coast until 1944 when 
Barbarin returned to New Orleans. 

Barbarin was terrified of ghosts and his band members enjoyed exploiting 
those fears. 

 

Alex Bigard (1898-1978) 

 

Alex Bigard was a professional musician for most of his life. His career 
spanned enough time to bring him into direct contact with many of the greats of 
jazz from its early days to its current stars. 

Bigard's career started when he formed a trio with his brothers Barney and 
Sidney. He took lessons from the master, Louis Cottrell. He played for the 
Excelsior Brass Band in 1918. That led to work with Manuel Perez and Alphonse 
Picou in the Maple Leaf Orchestra in 1919 and 1920. His playing so impressed his 
instructor that Cottrell sometimes let Bigard sit in for him in Piron's orchestra. 



In 1925, Bigard was a member of the Sidney Desvigne's Orchestra. This 
orchestra happened to be a favorite of Beansie Fauria, the leading musical 
promoter of the period. As a result, the band played frequently at some of the top 
clubs in the city, including the Astoria and the San Jacinto Club. 

In 1927 Bigard played in John Robichaux's band at the Lyric Theater. That job 
ended when the famed theater burned down, but Bigard remained with the band 
until Robichaux died in 1939. With the demise of Robichaux and his band, Bigard 
moved to the house band at the Black & Tan Cabaret. When that club closed in 
1944, Bigard then joined Kid Rena's Jazz Band at the Brown Derby and later the 
Cadillac Club. 

He also worked with Willie Prejaud at the Music Box for a number of years 
and with Kid Shots Madison's Band. 

In the 1950s, Bigard formed his own group, the Mighty Four. The band played 
weekends at the Melody Inn, before moving in 1956 to the Harmony Inn. 

 

James William "Red Happy" Bolton (1885-1928) 

 

Red Happy Bolton was a flamboyant and flashy drummer who earned his 
reputation as a skilled practitioner on the strength of his work with the King 
Oliver Band. 

Punch Miller believed Red Happy's playing to be just sensational, and ranked 
him among the top three drummers in New Orleans in the 1920s - the other two 
being "Few Clothes" Lewis and Edward "Son White" Washington. Alex Bigard 
shared Miller's evaluation of Bolton's standing. 

In addition to playing in King Oliver's Band, from 1921 through 1924, Red 
Happy played in a combo with Peter Bocage, Harrison Barnes and Eddie Jackson. 
The group played primarily at San Souci Hall on Rampart Street. In addition, 
Bolton played a number of dances with various bands at the Tulane Gym and gigs 
with Peter Bocage's band at a dance hall on Canal Street. When Oliver's band left 
to go to Chicago, Bolton stayed behind, remaining in New Orleans until an ill-
fated trip to Cleveland in 1928. 

Rudolph Beaulieu called Red Happy "The best of the old time drummers." 
Beaulieu said Bolton's ability to play theater shows set him apart from most other 
drummers of his era. 

Paul Barbarin called Red Happy one of his major influences. "The first time I 
heard four-beat drumming was by Red Happy playing with King Oliver and Kid 
Ory at Economy Hall," Barbarin said. "The band was playing the blues. Red 
Happy was a really sensational drummer." 

Alfred Williams was another admirer of Red Happy Bolton's playing. "I 
thought Red Happy was fine for being all over the drums, making a flare and still 
keeping time," Williams said. "He was fast, too. He didn't take many solos, but he 
makes those explosions, make an ending, go all over the place. He was a fine 
show drummer, especially for a man who couldn't read music." 

Fred Moore was a Vaudeville show drummer. He recalled Red Happy, despite 
his flash, as a foundation drummer. 



"Red Happy was a great fly drummer, a great show drummer," Moore said. 
"He used both four/four and two/four. In show drumming, some numbers call for 
a two/two beat. It is a foundation beat that holds the band together. Red Happy 
was what was called a foundation drummer, but it always seemed like he had 
sticks up in the air. He was using four or five sticks all at once." 

Dave Oxley said it was Red Happy's showmanship that made him an attractive 
role model as a drummer: "He was active; he jumped all over the drums. He used 
six drum sticks at one time, put the cymbal behind his back, and juggled his 
sticks." 

Cie Frazier said Red Happy was one of the fastest drummers in New Orleans, 
faster even than Zutty Singleton. His speed, style and skill earned Red Happy 
certain privileges not afforded other drummers. Frazier recalled that, "Red Happy 
was the only drummer who took a lot of solos with John Robichaux's bands." 

Bolton's flash did not win only admirers. Chinee Foster was critical of the 
style, saying Bolton played more for himself than for the good of the band. The 
two drummers were involved in at least one band contest. 

"Red Happy was with Chris Kelly and I was with Papa Celestin," Foster said. 
"We had a contest at Italian Hall. The musicians voted me as best drummer. One 
reason was that Red Happy always played his own way, for himself, as he was a 
fidgety fellow, but I almost always played for the band." 

Red Happy's personal style also earned him the enmity of others. Paul 
Barbarin: "Red Happy was uncouth and rude. I felt sorry for the treatment Red 
Happy gave Macy Lacy - he would borrow equipment and never return it. Red 
Happy was tough, but he didn't fool around with Black Benny." 

He did mess around with some one in Cleveland in 1928 - his body was found 
in an alley there, the victim of a homicide. 

 

Dede Chandler (1866-1925 

 

Dede Chandler is widely credited as having been the first drummer to play 
true jazz style in a dance band. He can also lay claim to being the drummer to 
have invented the pedal for the bass drum. 

Chandler began to make a name for himself musically in the early 1890s, 
playing for John Robichaux's band from 1893 until the start of the Spanish 
American War in 1898. At that time, Chandler (along with many of the players in 
the Onward Brass Band) enlisted in the military. After the war, Chandler 
reclaimed his position in Robichaux's outfit.  

Chandler's bass pedal consisted of a bent piece of spring steel bolted to the top 
of a standard brass drum, a chain, a covered block of wood on the end of the steel 
over the drum head. The contraption also included a hinged wooden pedal which 
was placed on the floor. When he stepped on the pedal, the chain pulled the block 
against the drum head. He also tied a snare drum onto the side of the bass drum. 
Sam Charters wrote that the sound "was probably erratic, but Chandler was a 
sensation and was widely imitated." 



In addition to his skills as a designer as well as drummer, Chandler was also 
an excellent showman and comic who was blessed with the grace of a juggler. 

 

Louis Cottrell, Sr. (1875-1927) 
 
In the judgment of his peers, Louis Cottrell was the best street drummer ever 

to play in New Orleans. 
Ernest "Kid" Minton, Albert Francis, Edgar and Baptiste Mosely, Alphonse 

Picou, Zutty Singleton, Joe Watkins, all great players in their own rights, regarded 
Cottrell as either the best drummer in the city or as their favorite drummer. 

Cottrell got his start in the streets and in the saloons and dance halls around 
Storyville. 

"Cottrell was the finest snare drummer in the street I ever heard," said Alfred 
Williams. 

Chinee Foster couldn't say enough about Cottrell's mastery of his instrument: 
"Louis Cottrell was a top street drummer and also a good orchestra drummer. He 
was the best street snare drummer in the world. Cottrell was the best rolling 
drummer we had. He could make more different rolls than any man I ever heard in 
my life." 

Cottrell was also an excellent teacher of drumming. Alex Bigard was one of 
those who was able to meet the master's exacting standards. He gave this account 
of what it was like taking drum lessons from Cottrell: 

"I studied with Cottrell for three years. Studied on a drum pad in Carl Fischer's 
drum method book. Cottrell stressed time keeping. Cottrell was strict. In paid 50 
cents for lessons twice a week. I was expected to practice two hours a day. I used 
a practice pad for lessons and for practice. Cottrell didn't want me to use a snare 
drum until I had practiced for about nine months. After he began lessons, Cottrell 
would emphasize rolls. When I bought my first set of drums, Cottrell didn't show 
me how to use the foot pedal, but special effects instead. 

"Cottrell would demonstrate everything he wanted learned first, then watch 
what the student did. Then the student would get his method book out. Cottrell 
was strict in that he would keep a student on one particular assignment until the 
student had learned it, in addition to new lessons in the method book every 
teaching period so that the student had to keep up with the work or become 
swamped." 

Cottrell also gave Bigard a lesson in head tension: "He told me never to 
tighten or loosen my drum heads once I had adjusted the tension on them to my 
liking." 

Like other musicians who never formed their own groups, Cottrell played in 
many different bands in the city. His skill meant that he got the chance to play in 
some of the city's best bands and orchestras. 

Cottrell played in Moret's Orchestra at the 1903 State Fair and in 1913 was a 
member of the John Robichaux Orchestra. In 1915 he traveled with Manuel Perez 
to play at the Arsonia Cafe in Chicago. In the summer of 1919, he played in 
Gaspard's Maple Lea Orchestra at the Eurey Hotel in Shreveport, Louisiana. 



The most prominent band in which Cottrell played was the A. J. Piron 
Orchestra, which he was a member of from 1918 until his death in 1927. Cottrell's 
playing can be heard on the recordings of the Piron Orchestra made in New York 
in 1923 and 1924. In 1925 Cottrell teamed up with Papa Celestin for some jobs. 

The key to Cottrell's mastery of various styles of music was the fact that he 
could read sheet music. "Any music you gave him, he could play," said Sam 
Charters in his book on New Orleans' black musicians. 

 

Arnold Depass (1900-1945) 

 

Arnold Depass was a roughhouse drummer who accompanied Chris Kelly at a 
dance in McDonoghville in 1927 which turned out to be the last gig Kelly ever 
played. 

He first appeared on the music scene at a teenager leading a small combo 
called the Olympia Orchestra which played in the clubs surrounding Storyville 
before World War I. Depass was drafted into the Army and served until 1919. 

Depass was Punch Miller's regular drummer from 1919 until about 1927. 
When Miller left New Orleans after Chris Kelly's death, Depass formed a new 
version of the Olympia Band, using (among others) Thomas Copland on bass, 
George Lewis on clarinet, and DeeDee Pierce on trumpet. 

The Depression tightened the music market in New Orleans, and Depass gave 
up music in the early 1930s. 

 

Warren "Baby" Dodds (1896-1959) 

 

"Baby" Dodds' birth (December 24, 1896) was a present to jazz. Jazz was 
dance music that emphasized the beat, and Dodds was born to drum. As a child he 
drummed using chair rungs on pots and chair backs. His parents channeled his 
energy by enrolling him in drum lessons. Dodds eventually took formal lessons 
from Walter Brundy, Dave Perkins and Manuel Manetta. 

In the five year period between 1913 and 1918, Dodds was the hottest 
drummer in New Orleans, playing jobs with the top bands of the city. He played 
with Papa Celestin's band at the Villa and at Jack Sheen's Suburban Gardens. He 
played a number of gigs with Jack Carey's Crescent Band. Dodds played in Willie 
Hightower's band at St. Catherine's Hall and at Few Clothes' with Roy Palmer. 

In 1919 and 1920, Dodds worked the S. S. Capitol with Fate Marable's 
Orchestra, which included Louis Armstrong among its players. 

In the spring of 1921, Dodds left New Orleans to join King Oliver in San 
Francisco. From there he went to Chicago, where he lived and played in clubs for 
the next 15 years. 

From Chicago, Dodds traveled to New York where he joined the Bunk 
Johnson band. That band worked New York for five years, until 1949, mainly at a 
club called Jimmy Ryan's. 



The New Orleans drummer who most influenced Dodds was John 
MacMurray. Dodds is said to have credited MacMurray with being his stylistic 
role model. Dodds listed Mack Lacy as one of his favorite drummers. 

While Dodds played in New Orleans, he played mostly in a two-beat style. 
Paul Barbarin said Dodds was the first drummer he heard play on the rim and 
shell of his drum. Alfred Williams said Dodds seemed to play on the rims more 
than did other drummers of his day. Dodds' press roll was similar to Henry 
Martin's in that they both played the roll on the shell. 

Dodds was very successful after leaving New Orleans, becoming a world 
renowned jazz drummer. His playing can be heard on recordings of Jelly Roll 
Morton and Louis Armstrong. 

 

Roy Evans (1890-1943) 

 
Roy Evans hailed from Lafayette in the Acadiana section of Louisiana and is 

noted as much for the recordings he is rumored to have been on as much as for the 
work of which there is a record. Evans is believed to have gotten his start in New 
Orleans about 1920 with Earl Humphrey. Evans was a member of a group Buddy 
Petit took with him to Thibodaux. The group was said to have recorded some of 
its performances there, although no product from the sessions ever made its way 
onto records. In addition to Petit's band, Evans is supposed to have been recorded 
in sessions with George Lewis, John Handy, Red Allen (at the Entertainers' Club 
in 1927) and Lee Collins. None of these sessions ever made their way to the 
public. In 1927, Evans replaced Shine Williams in the Sam Morgan Band. That 
fall Morgan's band (and Evans) recorded some sessions and recordings of that 
session were pressed and issued. 

 

Abbie "Chinee" Foster (1900-1962) 

 

"Chinee" Foster, one of the most respected of New Orleans drummers (and 
whose interviews in the Tulane University Jazz Archives are a wealth of 
information on early jazz), was a self-taught master of the instruments. His life 
touched and was touched by the lives of many of the great figures and events in 
New Orleans jazz. 

Foster played his first professional music job at St. Catherine's Hall when he 
was 10 years old. Foster was part of a trio playing the gig. Since he didn't own a 
personal set of drums, Chinee borrowed a set of drums from either Louis Cottrell 
or Bebe Matthews. Cottrell had played on borrowed drums until he secured a job 
at the Ivy Theater. 

During the war years of 1916-1918, Foster teamed with violinist Jimmy Palao 
and pianist Margaret DeVerne for afternoon performances at the Iroquois Theater. 
This work led to other work, both as a drummer, but also as a singer. Chinee's 
distinct singing style (singing into his snare drum) had gained a following with 
music fans in the city. 



Foster was seldom a full-time member of any band, but frequently a some-
time player in many bands. 

In 1917 Foster replaced Henry Zeno for a time in the Tuxedo Orchestra. He 
continued an irregular relationship with the Orchestra into the early 1930s. 

Foster was playing with Papa Celestin when he signed-on as a member of the 
Buddy Petit Band that took a Texas tour in 1921. Foster and Jim Willigan had an 
understanding that Willigan would sit in Celestin's group when Foster was out of 
town. But, Foster quit the Petit Band at the Chop Suey Club in Galveston and 
returned to New Orleans. Petit had Foster back in his band for a series of 1930 
jobs on the S. S. Madison, but Foster left again, this time to join Fletcher 
Henderson for a three month tour. Foster didn't last this full tour either, this time 
being struck by illness which required hospitalization. 

Foster was strongly attracted to Florida. He toured the state on at least a 
couple of occasions in the 1920s. In 1923 Foster went to Pensacola with Mack 
Thomas. In the autumn of 1927 Foster and Lee Collins played a swing through the 
Sunshine State. 

But, Foster's strongest tie to the state was familiar. Foster met pianist Sadie 
Goodson in her native Pensacola. Goodson was the sister of Billie Pierce who was 
making waves in New Orleans music circles. Foster and Goodson eventually 
married (later divorced). 

The death of Buddy Petit in 1931 had a profound effect on Chinee Foster. He 
left the stage for over 30 years when Petit died, not returning to it until the mid-
1960's. 

 

Josiah "Cie" Frazier (1904-1985) 

 

Cie Frazier began his study of drumming under the guidance of Louis Cottrell 
at the age of 13 and burst onto the New Orleans music scene in the 1920s. 

Frazier purchased his first set of drums at the age of 17 in 1921, and played 
with the Golden Rule Band for the next three years. Among the players in that 
band were Eddie Marrero and Paul Barnes. From there, Frazier moved on to jobs 
with the Young Tuxedo Orchestra with Ricard Alexis and Dwight Newman on the 
steamer Idlewild. Frazier also put in time with John Robichaux's pit band at the 
Lyric Theater and with Sidney Desvigne's Orchestra. In 1927 Frazier recorded 
with Papa Celestin's Tuxedo Orchestra. 

Frazier joined A. J. Piron's Orchestra when Paul Barbarin left and stayed in the 
band until 1932. At that point, Frazier formed his own band, Sunny South. It was 
not successful, however, and her rejoined Sidney Desvigne's group. 

During the Depression, Frazier played in the ERA and WPA bands. In 1942 he 
enlisted in the Algiers Navy Band. He recorded with Wooden Joe Nicholas in 
1945 while still in the Navy. For two years in the early 1950s (50-55) Frazier 
rejoined Papa Celestin's band. He ended his career playing at Preservation Hall 
until his death in 1985. 

 

Chris "Happy" Goldston (1894-1968) 



 

Happy Goldston was a jazz drummer noted for his steady beat and his ability 
to push a band. Goldston drummed for a number of bands in the early jazz era, 
most notably in one of Oscar "Papa" Celestin's bands. In his 15 years with 
Celestin's band Goldston gained notoriety for his lengthy solos Goldston's talent 
earned him the respect of his peers and kept him in demand. Among the bands he 
is known to have played in are the Eureka Brass Band, The Tulane Orchestra, and 
the Golden Leaf Band. He also played for the WPA Brass Band in the mid-1930s. 

 

Avery "Kid" Howard (1908-1966) 

 

Kid Howard gained notoriety as a trumpet player, but began his musical career 
as a drummer. Howard learned the drums by watching others. He seemed to have 
a natural stroke as a drummer and was soon sitting in with Isaiah Morgan's Band. 
But, his flirtation with drumming was relatively brief; he started cornet lessons 
with Chris Kelly shortly after getting work with Morgan's band. 

 

The Albert Jiles' & Family 

 

Albert Jiles, Jr., was a force in New Orleans jazz drumming in the years after 
World War II, but his family had been drumming in southeast Louisiana bands for 
three-quarters of a century by that time. The Jiles' first beat their way onto the 
Southeast Louisiana music scene in the person of Olivier Jiles (grandfather of 
Albert Jiles, Jr.), who became a drummer boy during the Civil War. 

Olivier's sons Albert (Sr.) (1878?) and Clay (1880-1927) both became 
drummers. Both joined brass bands in their native Thibodaux, before they moved 
on to play in New Orleans brass bands. Clay moved to New Orleans first, 
probably around 1900. Albert Jr. moved his family to New Orleans after the death 
of Olivier Jiles in 1913. 

Albert Sr. started playing with pianist Herman Weiss, before joining Joe 
Bagrile's Thibodaux Jazz Band. Alfred Sr. played with the Youka Brass Band 
beginning in 1904, and Clay worked with the Onward Brass Band and the Allen 
Brass Band in the early 1900s. 

At the age of 16 Albert Jr. began his formal study drumming with Paul 
Chaligny, the teacher of a number of early jazz drummers. With this training, 
Albert secured work playing blues at various lawn parties with Pianist Herman 
Roberts. 

His first job with an established group came in 1922 when he went to work for 
Chris Kelly. Sam Charters related how Jiles got the job with Kelly: 

"One night Chris Kelly's Band played a concert, then went to play a dance at 
Perseverance Hall. Eddie "Face-O" Woods came back for his drums and asked 
Jiles if he'd help carry them over to the hall. Jiles told him he was learning to play 
and after five or six numbers, Chris called him over and said, "Cous, can you 
play?" Jiles nodded, so Chris let him sit in for three or four numbers. When he got 
off the stand, Chris asked him if he was doing anything the next night, and hired 



him for a little four-piece job. The dance was raided by the police, and Jiles was 
almost arrested as a Jamaican (There were several thousand of them in the city 
illegally)." 

Jiles became the regular drummer for Bill Hamilton's Oriental Orchestra for 
three or four years, starting in 1923. This band specialized in Monday night lodge 
banquets. 

Jiles worked with Kid Howard and Isaiah Morgan's Young Morgan Band in 
the early 1930s. Jiles and trumpeter Alfred Fernandez organized the Crescent City 
Serenaders in 1931, but jobs were hard to come by during the Depression. Jiles 
was forced to take a day job to make ends meet, working for a time at the Crescent 
City Pottery Works. He also played clubs on Decatur Street with Billie & DeeDee 
Pierce, Alton Purnell and Kid Howard. He played with Kid Rena at Economy Hall 
and Perseverance Hall. Jiles played with George Lewis at the Silver Star on St. 
Bernard and with Albert Waters at the Last Round-Up at Bienville and Dauphine. 

World War II meant Navy service for Jiles. After the war, Jiles and clarinetist 
Albert Burbank tried forming a band. With the revival of traditional New Orleans 
music that developed in the late 1940s, Jiles worked with Papa Celestin, Kid 
Clayton and Wooden Joe Nicholas. In the early 1950s, Jiles had a band with 
Charlie Love and they played at the Happy Landing for about five years. 

He recorded professionally with Bill Russell in 1949 and again with Peter 
Bocage in 1954. His first recording came in a 1946 home recording of a gig at the 
Happy Landing, first with Israel Gorman, and later with Andrew Morgan. In 1961 
Jiles recorded as part of the Riverside Living Legends series. 

Jile's drum set included four tuned bells, tuned to a pentatonic interval similar 
to many African scales. 

Albert Jiles, Jr., played regularly at Preservation Hall with Billie and DeeDee 
Pierce until his death on September 3, 1965. 

 

Ollie "Dink" Johnson (1892-1954) 

 

Ollie Johnson was born in New Orleans, but his family moved to Biloxi, 
Mississippi when he was still a child. In Biloxi, Johnson learned the drums, but he 
also took up the piano and clarinet. In 1914 he joined Freddie Keppard in Los 
Angeles, and later played drums for his brother-in-law Jelly Roll Morton. In about 
1920, Johnson joined Kid Ory's Band playing piano and clarinet. It was this 
version of Kid Ory's Band that made the first recording of a Negro Jazz Band. 
This was in 1921. 

 

Robert "Son Fewclothes" Lewis (1900-1965) 

 

One of the most respected bass drummers playing marching bands, Son 
Fewclothes Lewis got his start in marching bands in 1925, marching in the Tulane 
Band under Amos Riley. He joined the Eureka Brass Band in 1939 and remained 
a member for the rest of his life. In 1951 Lewis was recorded with the band. Lewis 
playing was noted for its exuberant style. 



 

Joe "Little Joe" Lindsay (1899-1957) 

 

Little Joe was the brother of New Orleans musicians Herb and John Lindsay. 
Little Joe took to drums early and in 1916 formed the short-lived, but historically 
important Kid Lindsay's Jazz Band. The members of this band were Louis 
Armstrong on trumpet, Joe Welch on violin, George Washington on trombone, 
George Boyd on clarinet, Son Carr on bass and "T-Boy" on sax. In 1919 he played 
in bands with Bob Lyons and in the 1920s he worked some jobs with Kid Rena. 
Little Joe left New Orleans for Chicago in 1931 and stayed there until 1939. He 
returned to New Orleans then, playing occasional jitney jobs during World War II. 

 

John MacMurray (1875-1919) 

 

John MacMurray was one of the most popular and perhaps the most influential 
drummers in New Orleans during his prime. The playing of Baby Dodds, Ernest 
Rogers and even Louis Cottrell, Sr., (the best snare drummer on the streets) show 
signs of MacMurray's style. 

MacMurray built his own drums and used homemade equipment throughout 
his career. His first snare was said to have been a banjo head set on a chair. The 
drummer Joe Watkins recalled that MacMurray used a single-head snare, with no 
underside head. Barry Martyn said Baby Dodds emulated MacMurray on this. 

During the 1890s, MacMurray played frequently with Buddy Bolden. 
MacMurray was chosen by legendary New Orleans cornetist Manuel Perez to play 
in the Imperial Orchestra. 

Sam Charters, in his book on New Orleans Black jazz musicians mentioned 
the formation of the Imperial Orchestra and how other drummers used to watch 
MacMurray to learn elements of his style: "In 1900, Manuel Perez organized the 
Imperial Orchestra with George Filhe on trombone, George Baquet on clarinet, 
Rene Baptiste on guitar and either Jean Vigne or MacMurray on drums. Ernest 
Rogers learned a lot by sitting behind MacMurray's drum set at dances like 
Cottrell and Brundy." 

Chinee Foster, a New Orleans drummer whose career spanned many decades, 
and Paul Barbarin were both familiar with MacMurray's style and his influence. 

"Of all the drummers I heard and admired when I was young, MacMurray was 
among the best," Foster said. "Mac was a really good all around drummer. His 
snare had a banjo head on it. He had a crowfoot pedal, which preceded the over 
head pedal you see in a lot of old pictures of drum sets. 

"Mac taught me how to keep time," Foster added. "He always told me to 
always keep time with my bass drum regardless of what I was doing with my 
hands. I remember the stick-on-stick technique used by MacMurray." 

"MacMurray played a lot of two-bar breaks," Barbarin said. "He had one 
particular tune during which he would take a two-bar break by dripping a wagon 
chain on his snare drum. MacMurray was a plenty good drummer. Dodds said 
MacMurray inspired him and was his favorite drummer." 



 

Henry Martin (1895-1932) 

 

Henry Martin was a drumming sensation in the city before World War I. He 
was a left-handed drummer who played in the early Kid Ory Band and with King 
Oliver. When Black Benny was killed in 1916, Martin took his place as drummer 
for the Onward Brass Band. Around 1917, he was leading his own small band. In 
the 1920s he played in Peter Bocage's Creole Serenaders. Sam Charters wrote that 
Martin played some dates with Sidney Bechet in 1917 at Guidry & Allen's Cabaret 
on Perdido Street. 

"Henry Martin was one drummer I admired when I was young," said Chinee 
Foster. "Martin was a great, sensational drummer. He was good in the streets, in 
shows and at dances - in other words, an all-around drum player." 

New Orleans cornetist Punch Miller credits Martin with being the first 
drummer to bring the blues to the streets. 

"The first time I heard blues played in the streets was coming back from a 
funeral after one of the Zulus had died, about 1919-1922. Henry Martin decided to 
play some fast blues," Miller said. "It was in an up tempo where you could walk 
right along with it. After that, all the bands started playing blues in the street. 
Rena, myself and Louis Armstrong were in the cornet section when this 
happened." 

Joe Watkins, the influential drummer for George Lewis's band, listed Martin 
as one of his influences, along with Red Bolton, Bebe Matthews, Baby Dodds and 
Black Benny. Alex Bigard regarded Martin as one of the leading drummers in the 
city in the 1920s. 

Alfred Williams was captured by Martin's playing when Martin was a member 
of Kid Ory's Band. Williams eventually took lessons from Martin, so he had a 
sharp recollection about Martin's kit and what it was about his style that set him 
apart from other drummers of the era. 

"Henry Martin, when he was with Kid Ory's Band, had a 14" by 24" bass 
drum, snare drum, small tom-tom, and an 18" Chinese crash cymbal in his trap 
set." Williams said. "The kit also included a woodblock, but no cowbell. He did 
have a triangle and used it on waltzes and on two and three beats. Henry Martin 
played both drums, but he didn't play the cymbal until they went out. He would hit 
crashes in spots, but when they went out, he would go out on the crash cymbal. 

"The old drummers would make explosions and still keep time," Williams 
said. "Henry Martin was that kind of drummer - like a metronome." 

 

Edgar Mosely (1895-1962) 

 

Edgar Mosely was born in the McClennonville area of what is now Algiers. 
He came to drumming late in life, not starting lessons until he was 30 years old. 
Still, during the late 1920s and the 1930s, Mosely was the leading bass drummer 
in the marching bands of the city. He played in the marching bands of Chris Kelly, 
Kid Howard, Kid Rena and George Lewis. Edgar Mosely and his brother Baptiste 



were the most popular street drummers of their era. The brothers used to take 
solos with the brass bands, grinding processions to a halt as the crowds gathered 
around them to hear. 

Mosely's long association with Kid Howard continued until Mosely left the 
city for California in 1943. 

 

Dave Oxley (1910-19974) 

 

Dave Oxley was drawn to drumming by the music in the streets of New 
Orleans. His interest started early, when as a child he would second line and beat 
on doorsteps with chair rungs. He began playing the snare drum at the age of 14. 
He quit school not long after that to take work in the dry docks where he earned 
enough money to buy a complete set of drums for himself. 

Oxley's first professional drum job was with Punch Miller's Band in 
Milneburg. This led to engagements with Chris Kelly's Band and with Kid 
Howard. Oxley joined a vaudeville show on the TOBA circuit, playing Chicago, 
New York, Atlanta and Cincinnati. He gained notoriety and a raise after 
developing a specialty drum solo. In all, Oxley toured with vaudeville shows and 
carnivals for about seven years before returning to New Orleans. 

Upon his return to the Crescent City, Oxley joined John Robichaux's Band, 
working the Pig Pen, the Key Club, the Paddock Lounge and the Famous Door. 
He also began playing with Fats Pichon at the Absinthe House. 

In 1937, Oxley took to the road again, this time touring with Bessie Smith in 
the "Broadway Rastus" show. It was on this tour that Bessie Smith died in an 
automobile accident. Oxley recalled that the last song Smith sang was "This is My 
Last Affair." 

Beginning in 1940, Oxley performed with Ida Cox in the "Darktown Scandals 
Review!" During World War II, Oxley led a 10-piece Army band. 

In his later years, Oxley was called from retirement by George Lewis to 
perform at Preservation Hall. 

Oxley was self-taught and he said Red Happy Bolton was his greatest 
influence. 

 

Sam Penn (1902-1969) 

 

Sam Penn's first drum set was homemade. He used a tub for a bass drum, a 
cheese box for a snare, and a stick made from chair rounds. 

Samuel Hughes (Penn's given name) was born in Morgan City where he 
learned drum techniques from Jake Johnson. Penn later joined Johnson's band. He 
also played drums in a country brass band with musicians from Morgan City, 
Berwick and surrounding towns. 

Penn got his exposure to New Orleans music gradually. He sat in with New 
Orleans bands playing in his home town before moving to New Orleans in 1921. 

When he moved to New Orleans, Penn found work almost immediately with 
the Jules Barnes Band. Penn moved on to Buddy Petit's Band after nearly two 



years with Barnes. He proved his loyalty once again with Petit, staying with that 
band until Petit's death in 1931. Penn continued to play in other bands as well as 
Petit's. Among those Penn is said to have spent time in include Chris Kelly's Brass 
Band, Kid Rena's Band and the Eureka Brass Band. 

Penn developed a showy stage personality which helped him become a 
mainstay in the Kid Thomas Band for decades. 

Like Chinee Foster, Penn sang and used his voice in conjunction with his 
drums. For instance, he sang into his snare drum as Foster did. Penn sometimes 
used a megaphone when singing. 

Foster recorded as a member of the Kid Thomas Band and played with that 
band at Preservation Hall. 

 

Ernest Rogers (1891-1956) 

 

Ernest Rogers took lessons from some of the great drum teachers in New 
Orleans (Louis Cottrell and Walter Brundy), but said he learned more while sitting 
behind drummers at dances watching them. In addition to his instructors, his 
influences included John MacMurray and Jean Vigne. 

In about 1910, Rogers began playing gigs with Edward Clem. In 1913 Roger 
started playing in the Crescent Orchestra. 1914 found Rogers playing in Abadie's 
Band. He later joined the Silver Leaf Orchestra, staying in that group until the 
start of World War I. Rogers was with the Lyons Brass Band from its inception. 

Rogers began playing in the Lion's Club Brass Band in 1928. He was for many 
years a fixture in the Young Tuxedo Brass Band. During World War II, Rogers 
had a regular job at Luthjen's. He recorded with Bunk Johnson in 1942 and with 
Louis Delisle in 1949. 

Sam Charters wrote that Rogers was a versatile player even in the early years 
of his career, perhaps owing to his formal training and his keen eye. It was not 
until 1915 that Rogers began playing the four/four time called "Memphis Time." 

 

Arthur James "Zutty" Singleton (1898-1975) 

 

Singleton was one of the great brass band drummers ever to play in New 
Orleans. He arrived on the New Orleans music scene in about 1916 when he 
began playing with the Tuxedo Brass Band and the Maple Leaf Band. In 1917 he 
became a member of the John Robichaux Orchestra, and formed a trio with Big 
Eye Louis Nelson and Steve Lewis sometime before 1920. 

In the early 1920s, Singleton played with Charlie Creath and at least one job 
with Lee Collins at the Cadillac. In 1923 Singleton played at Butch Hernandez's 
with Johnny St. Cyr. He also played with Fate Marable's group on the S. S. 
Capitol until he left for St. Louis in 1924 with Creath. Creath expanded the size of 
the "Creath Jazz-O-Matics to 10, in 1925, adding Lonnie Johnson on violin and 
Singleton on percussion. 

Singleton went from St. Louis to Chicago where he played with Carroll 
Dickerson, Doc Cooke, Louis Armstrong, Jimmie Nelson and Dave Peyton. 



Pop Foster was not one of Singleton's fans: 
"The old guys in the brass bands would make the new players play the bass 

drum to get their rhythm and most of the drummers in New Orleans started on 
bass drum in a brass band," Foster said. "The only drummer out of New Orleans 
that never had much rhythm was Zutty Singleton. Zutty was a hard-headed guy 
who would never listen. He was always wanting to fight about something, but he 
never did. He just wanted to make a big disturbance." 

Singleton's style of playing was called Memphis Time. Joe Watkins was a fan. 
Watkins had known singleton since 1917 and said he learned his four/four beat 
from singleton. Bill Matthews, one of the city's best drummers, said he taught 
Singleton to play drums and gave him his set to learn on. 

Singleton played the Lyric Theater with John Robichaux after Red Happy 
Goldston left the band. Alfred Williams said he saw Singleton play there on 
equipment that included a Ludwig overhead pedal. 

Singleton served in the Navy during World War I along with Albert Nicholas 
on the USS Olympia. 

 

Cornelius Tillman (1872-1928) 

 

Tillman's claim to fame comes by way of the fact that he was the drummer for 
the Buddy Bolden Band. Tillman's ability is somewhat called in to question by the 
fact that he played in no other bands after leaving Bolden's group. Still, the fact 
that he was good enough for Bolden attests to a talent of some magnitude. 

 

Ernest Trepagnier (1885-1968) 

 

Ernest Trepagnier was known as the king of New Orleans bass drummers by 
his contemporaries in the jazz scene. Trepagnier earned his reputation in the 
streets, playing in brass bands and funeral marches. Paul Barbarin said Trepagnier 
"played the bass drum with a jazz beat." That style of playing, that of playing 
around and not just on the beat, was unique to New Orleans marching bands. 

Trepagnier got his professional start playing in the Magnolia Band in 1908. He 
joined Fred Keppard's Olympia Orchestra in about 1909, replacing Jean Vigne. 

In 1910, Trepagnier joined the Tuxedo Brass Band and, in this association 
which lasted 18 years, Trepagnier earned his reputation as the greatest bass drum 
player around. 

Black Happy Goldston joined the Tuxedo Brass Band while Trepagnier was 
still a member. 

"He was a reader and a player," Goldston said. "He taught me bass drum. 
Trepagnier told me that 'the bass drum is more important to a band than a snare 
drum.' Trepagnier played all kinds of beats and put all kinds of raps in." 

Trepagnier continued to play in other bands even while a member of the 
Tuxedo Brass Band. In 1916 Trepagnier played gigs with Papa Celestin at the 
Suburban Gardens. During that same year, Trepagnier was photographed with 
Piron's Vaudeville Band, which was set to join the Orpheum Vaudeville circuit 



before tragedy struck. During World War I, Trepagnier played with Vic and Oke 
Gaspard at West End. Sometime prior to 1920 Trepagnier also put in a stint with 
John Robichaux's group. In the spring of 1922 Trepagnier played for a time with 
Manuel Perez at the Oasis. During the Depression Trepagnier played for the ERA 
Orchestra and the WPA Brass Band. 

Trepagnier's glory years did little to sustain him later in life. He worked as a 
bartender later in life at the corner of Girod and Rampart until his death in 1950. 

 

Edward "Son White" Washington (1902-1964) 
 
A native of Natchez, Mississippi, Son White Washington moved to New 

Orleans with his family as a toddler. He paid for his own drumming lessons with 
Dave Perkins by working for Perkins outside of the class. His first professional 
work came with Foster Lewis' Jazz Band which played Sunday evening dances at 
St. Theresa Hall. He played with the Avery-Tillman Band at Tyler’s and at the 
Jefferson City Buzzard's Hall from 1945 to 1946. He also played occasional brass 
band jobs during this time. 

 

Joe Watkins (1900-1969) 

 

Joe Watkins was the 'nom de bop' of New Orleans drummer Mitchell Watson. 
Like many a drummer, Watkins started by beating on pots, pans and wash tubs. At 
the age of 19 he bought his first set of real drums and began taking lessons from 
Henry Martin. Watkins, though, did not learn to read music. 

His first professional jobs were house parties, but that changed when he joined 
the Foster/Lewis Band. During the Depression he formed a trio with Herb Morand 
on trumpet and a guitarist known only as "Black Walter." But, jobs were scarce 
and Watkins was forced to sell his drums in order to make ends meet. 

As the Depression eased, Watkins was able to buy a new set of drums and 
resume his musical career. He joined again with George Lewis, playing frequently 
at Manny's Tavern and at the El Morocco on Bourbon Street. In 1955 he traveled 
with Lewis' Band to Los Angeles for an engagement at the Beverly Caverns. The 
band played at the Monterey Jazz Festival while on that trip. 

Watkins said his influences were Black Benny, Red Happy Bolton, Baby 
Dodds and Zutty Singleton. 

 

Alfred Williams (1900-1963) 

 

Alfred Williams was nicknamed "The Clock" for his exceptional ability to 
keep time. Williams' first paying job was playing snare with the Tuxedo Brass 
Band in 1920. He moved on to play with the Sam Morgan Band in the years 1921 
through 1925. From 1925 to 1927 Williams played in Manuel Perez's Band at the 
Pythian Temple Roof Garden. When Perez retired, Williams joined A. J. Piron's 
Band on the S. S. Capitol. In the mid 1930s, Williams left New Orleans and 



headed for El Paso where he led his own orchestra until after World War II. In 
1951 Williams returned to New Orleans, joining the Eureka Brass Band. 

Williams was a frequent player at Preservation Hall in the years before his 
death. 

 

Black Benny Williams (1890-1924) 

 

Black Benny Williams was a rough and tumble guy whose life made a 
tremendous impact on jazz. He introduced four/four beat to street bands and 
introduced Sidney Bechet to the delights of Louis Armstrong's playing. 
Considered by many to be the best street drummer in the city, Black Benny's 
exploits as a citizen gained him nearly as much notoriety as did his playing. 

Paul Barbarin thought Williams earned his reputation as a bass drummer 
because we were well known and because he fought a lot. "Black Benny would 
sometimes start a fight even while playing in a parade. Benny didn't kill anyone 
nor did he steal, he was just mischievous. Later on, Benny became a nicer, quiet 
person." 

Williams took his drumming lessons on the sly. George Peterson said, "Benny 
would sit on the porch and eaves drop on the lessons I was giving." Williams 
would beat on Peterson's steps using chair rungs. 

At the age of 11, Black Benny was a regular in the Onward Brass Band, but it 
was rare for him to be a regular in any band. Sidney Bechet, in his book "Treat it 
Gentle," said of Black Benny: "he didn't have a regular band of his own, but he 
used to play around with different outfits." Bechet also relates how it was 
Williams who brought Louis Armstrong to his attention: "And he [Williams] said 
to me one day, 'You think you can play. But I know a little boy right around the 
corner from my place, he can play High Society better than you.' ...and we went, 
and it was Louis." 

Armstrong was a fan of Black Benny Williams' both as a person and as a 
player. Williams was about 10 years older than Armstrong and so was something 
of a role model for him. 

"Even as a kid I thought Black Benny was the best bass drum beater I ever saw 
with any of the brass bands that ever set foot on New Orleans soil," Armstrong 
wrote in his book 'Satchmo.'  "When I was in my teens, Benny was about 26, a 
handsome fellow with smooth black skin, a strong body and a warm heart. He 
would not bother anyone, but God help the guy who tried to put anything over on 
him." 

Peterson agreed, saying, "I know that Williams took up for the underdog. For 
example, if a leader held back 50 cents of a young musician's pay, Williams 
would speak to the leader to make sure that youngster got his full pay." 

Benny was jailed frequently for fighting, but it was said that he could arrange 
to be released to play parades. 

"Black Benny was always in trouble and lived in jail most of the time," said 
Pops Foster, a contemporary of Williams and Armstrong. He was a very good 
bass drummer and when we had a funeral to play, we'd go down to the captain and 



get him to let Benny out of jail to play. Then after the funeral, we'd take him back 
to jail." 

Lillian Depass, widow of Arnold Depass, recalls seeing Black Benny play at a 
stone laying ceremony at a church in Covington. That night in New Orleans, 
Black Benny was stabbed by a woman - possibly one he had beaten up before. He 
died three days later. 

As befitting a person of such popularity and skill, Black Benny Williams' 
funeral was one of the great events in New Orleans jazz history. Joe Rena, brother 
of Kid Rena, and a fellow drummer, said the funeral was seven to 10 blocks long, 
with as many as 900 second liners. 

Joe Watkins said, "I never saw a funeral in my life like Black Benny had. They 
had three or four bands and on top of the horse-drawn hearse they had his bass 
drum. He was a very popular man." 

There seems little doubt that Black Benny Williams was an outstanding bass 
drum player on the streets of New Orleans. Many people also remember him 
playing trap drums as well, but there are differences in recollections on the style 
he used. Watkins said of Williams drumming: "He wasn't a fancy drummer, more 
on the straight type, similar to Cottrell. He tried to keep the beat in there." 
Watkins said Williams did become fancier in his later years. George Williams, on 
the other hand, said Black Benny was noted for his fancy play, saying "he played 
lots of fancy beats." 

 

Eddie "Face-O" Wood (c.c. 1944) 

 

"Face-O" Woods burst upon the New Orleans music scene in 1912 with the 
Thornton Blue Band, which included Pops Foster and Kaiser Josephs. Blue was a 
high note player who lived in the Irish Channel. Blue had the distinction of dying 
while blowing a funeral. Woods played odd jobs with Johnny Brown in 1916 and 
1917, before beginning work with Jack Carey in 1920. The summer of 1920 found 
Woods playing with Buddy Petit's Band in Mandeville. Woods stuck with Petit, 
traveling with him on tour to Texas. When the tour ended, Woods stayed in 
Texas, where he spent the rest of his life before dying in Galveston. 

 

Henry Zeno (1885-1917) 

 

Henry Zeno was a founding member (along with Bill Ridgely and Oscar 
Celestin) of the Tuxedo Orchestra in 1917. As it turned out, Zeno didn't stay a 
member of the band very long, but he had left his mark on New Orleans music. 
But much more was still to follow. 

Zeno was the drummer in the early version of the Buddy Bolden Band, later 
becoming the alternate drummer for Cornelius Tillman, who became the regular 
drummer. 

In 1905, Zeno was arrested (for 'failure to straddle the care tracks' with his 
wagon at Camp and Common Streets) and listed his occupation as "teamster." 



Zeno was back in music in 1906 and 1907, working with groups headed by 
Edward Clem and Manuel Manetta. In 1908 Zeno became a member of Duson's 
Eagle Band. 

Zeno didn't change bands again until 1913 when he joined A. J. Piron's 
Olympia Brass Band. He stayed more than a year before moving on to playing 
with King Oliver at Pete Lala's in 1916. Zeno was highly regarded as both 
personal and a musician. 



WHITE DRUMMERS 

 
While there were light-skinned Negroes who were members of predominantly 

white bands, as a rule it was rare for Negro musicians and white musicians to play 
together in the same band. But, in less formal settings, white musicians and black 
musicians had the opportunity to hear and learn from (if not play music with) their 
musical peers who happened to be of a different race. 

One such estuary of inspiration was the New Orleans Lakefront, where on 
summer weekends in the early years of this century the best musicians and bands 
in the region played for public and for private audiences. It was an area of intense 
musical activity. Musicians were anxious to play before the large audiences, but 
also anxious to see - perchance meet - these musicians they had heard so much 
about, but had never seen play. 

Another such estuary was the Lyric Theater. The Vaudeville theaters had 
separate sections for Blacks and Whites, but the Lyric played a key role in 
exposing white audiences to the hottest acts in Black vaudeville and Black New 
Orleans music - particularly its house band. The management of the Lyric 
scheduled regular Black Vaudeville performers for all white audiences. That gave 
white audiences the opportunity to hear the music of John Robichaux's pit band - 
the Lyric's house band, which in time, was advertised as a "jazz band." 

In spite of the cultural divisions that limited the access musicians and 
audiences of different races to each other, white and black musicians alike found 
that stylistic innovation could catch on and spread its way throughout the city's 
music scene in a very short time. 

 

Leo Adde (1904-1942) 

 

Adde was the rhythm star of the famed New Orleans Rhythm Kings (NORK). 
He began his career drumming on a cigar box (accompanied by Raymond Burke 
on harmonica) on the streets of New Orleans. Already popular before the 1920s. 
Adde was the drummer of choice of Norman Brownlee, Johnny Bayersdorffer, the 
Halfway House Orchestra, and the Christian Brothers. Dixieland fans of the 1920s 
rated him the top rhythm drummer of the era. 

 

Ray Bauduc (1909-1988) 

 

Ray Bauduc was a player on the first live national jazz radio broadcast to 
emanate from New Orleans in 1923. After playing in a number of top bands here, 
Bauduc left the Crescent City in 1926 to join Joe Venuti's Band in New York. 
Also in 1926 Bauduc took part in recording sessions with the Memphis Five. 
Bauduc became a member of the Dorsey Brothers' Scranton Sirens. Throughout 
the middle and late 1920s Bauduc played with Ben Pollack, Freddie Rich and Red 
Nichols. Bauduc gained world fame for his play with the Bob Crosby Bobcats 
from 1935 to 1942. After playing with Crosby, Bauduc formed and led his own 
band, which recorded for Capitol Records in the 1940s. 



Albert Brunies (1914-1955) 

 

Little Abbie was an outstanding Dixieland drummer. He hailed from a famed 
jazz clan, being the nephew of the Brunies Brothers - Albert, George, Henry, 
Merritt and Richard. Little Abbie died on the bandstand at Childs' Paramount in 
New York during an engagement with Sharkey Bonano's Band. At the time of his 
death, Little Abbie Brunies' drumming was beginning to get the recognition it 
deserved. 

 

Tony Burrella (no dates found) 

 

Burella played with the Dixola Jazz Band in the late 1920s and early 1930s. 
 

Johnny Castaign (1912-1972) 

 

A Dixieland drummer associated with Sharkey Bonano, Tony Americo and 
the Earl Dantin Orchestra. 

 

Jimmy Cozzens (1898-   ) 

 

A Dixieland drummer, active in the 1920s and 1930s. He played frequently in 
Alfred Laine's bands. 

 

Alonzo Crombie (1895-1969) 

 

Crombie gained notice in post-World War I New Orleans as a Dixieland 
drummer, particularly for his play in the Norman Brownlee Orchestra and with 
Emmett Hardy. 

 

Earl Crumb (1890-1979) 

 

Drummer with the Invincibles String Band, and the Six and 7/8 String Band, 
Crumb was the leader of the famous New Orleans Owls during their heyday, 1920 
through 1928. 

Paul Dedroit (1894-1963) 

 

Dedroit gained a following while in New Orleans for his play in the pit bands 
he played in with Emile Tasso and for his play in his brother Johnny's band. 

 

Al Doria (189901977) 

 

An employee in the band instrument department at Werlein's Music Store in 
New Orleans, Al Doria was a Dixieland drummer who worked with most of the 
top jazz stars of the 1920s onward. 

 



Charlie Duke (1913-1973) 

 

A Dixieland drummer noted for his play in the Basin Street Six and George 
Girard's band in the 1950s. 

 

Paul Edwards (1916-1969) 

 

Edwards was a well known drum teacher who played Dixieland rhythm with 
the likes of George Girard, Sharkey Bonano, and Santo Pecora through the 1950s. 
He also played with an incarnation of the Pete Fountain group. 

 

Leonard Ferguson (1923-    ) 

 

This native of Harriman, Tennessee, was co-leader of the Night Owls, the 
band with the widest repertoire of jazz classics in all of New Orleans. The band 
played Saturday nights on the steamer President in 1965 and 1966. 

 

Johnny Frisco (1895-1969) 

 

Played drums in school with Larry Shields and Clem Camp. By 1915 he was 
Happy Schilling's regular drummer, in a musical relationship that would last more 
than 30 years. 

 

William A. "Von" Gammon (1905-1974) 

 

A New Orleans native, Gammon played with bands led by Johnny Wiggs, 
Sharkey Bonano, Santo Pecora and Jal Jordy. Gammon later played in a combo at 
the Grand Hotel in Fairhope, Alabama. 

 

 

Sal Guttierez (1905-1974) 

 

A Dixieland drummer who played with all the top New Orleans musicians in 
the genre. 

 
 
 
 
 
 
 
 
 
 
 



 

Arthur “Monk” Hazel (1903-1968) 

 

The King of Dixieland-style drummers. Monk Hazel began his career with 
Emmett Hardy in 1919. He played in a number of New Orleans bands during the 
1920s, including Happy Schilling, Bill Creger, Jules Bauduc and Abbie Brunies. 

 
Hazel's work was recorded many times. He first recorded in 1927 with Johnny 

Hyman's Bayou Stompers and in that same decade with the Rhythm Kings, Tony 
Parenti's orchestra and Jack Petit's Pets. In 1934, Hazel was playing on national 
radio behind the singer Gene Austin. 

 
From the 1940s until his death, Monk Hazel was closely associated with 

Sharkey Bonano's Kings of Dixieland and did short intervals of work with Santo 
Pecora and George Girard. 

 

Alfred Jaeger (1869-1953) 

 

A veteran of early Vaudeville and circus bands, Jaeger did much of his playing 
away from New Orleans. In this area, he worked in the original Paul Whiteman 
group and played with Jefferson marching bands under the direction of Frank 
Clancy. He was last seen on stage playing in a jam session led by Tony Americo 
in the Parisian Room. 

 

Roger Johnson (1918-1958) 

 

Johnson was playing Dixieland professionally at the age of 13. His career 
carried him into bands led by Santo Pecora, Leon Prima, Sharkey Bonano and Roy 
Liberto. He was a member of the Dukes of Dixieland, which played for many 
years at the Famous Door. 

 

Freddie King (1917-    ) 

 

A native of Connecticut, King was active in New Orleans music in the 1950s. 
 

Buster Klein (1895-1946) 

 

This native New Yorker was a Dixieland drummer who played in early 
incarnations of the Johnny Bayersdorffer bands. 

 

Anton Lada (1893-1967) 

 

Lada got his start in New Orleans music while still a teenager. He led a small 
group called Five Southern Jazzers. He went north almost at the same time as did 
the Original Dixieland Jazz Band, and recorded for Columbia Records shortly 



after arriving there. In Chicago, Lada's band, which included Yellow Nunez and 
called itself the LA. Five, competed with Nick LaRocca's group. 

 

Jack "Papa" Laine (1873-1966) 

 

Regardless of whether you accept the "father of white jazz" tag hung on Jack 
Laine by some writers or not, his importance in the early history of brass bands 
and jazz in New Orleans is difficult to overstate. 

Laine was a drummer and band leader who influenced and help shape the 
careers of hundreds of New Orleans musicians during jazz' formative years. 

Despite its cultural diversity, New Orleans was not the melting pot it could 
have been, owing to the segregation that marked it. Black and white musicians 
seldom had occasion to play together because of this, but there were "crossovers" 
- light skinned blacks who crossed the color barrier and into a number of 
ostensibly "white" bands in the city. Jack Laine had a number of crossovers as 
regular members in his bands, including Dave Perkins, Achilles and George 
Baquet, Batiste Aucoin and Gil Rouge. 

The crossovers were the musical cross pollinators that carried the respective 
influences of the white musicians and black musicians into the presence of the 
others. Laine's bands, then, were key meeting grounds for these influences. 
Ironically, while Laine said he didn't hear many black bands in his day, blacks in 
his band brought that sound directly to him via his own "white" band. 

The crossover musicians so thoroughly undermined the notion of segregation 
that Dave Perkins (a black man) was actually the elected head of the "white" 
musician's union in the city. Perkins, in addition to being a close friend of Laine's, 
played trombone, tuba and alto horn in his band. He was a well-schooled musician 
who taught Laine and the other members of his band how to read music. 

Despite the fact that Laine had a number of black musicians in his bands and 
they greatly influenced the style of his band's play, he refused to admit that his 
band had been influenced by any of the black bands of his day. 

Laine got his start in music very early on in life. "I used to play tin cans until 
the Cotton & Sugar Exposition was held here in 1884-1885," he told interviewers. 
"I was about eight years old when they bought me a drum up there - a field drum - 
after they had finished and left from here, see, I managed to get a field drum." 
From that day forward, drums were Papa Laine's life. 

Shortly after getting into music, Laine began trying to form bands, driven by 
what he perceived as a dearth of white bands in New Orleans. 

His first band got its start by playing for Dr. Capdau's antiseptic tablets. Once 
he got a band organized, Laine began to realize that the real demand in the city 
was for brass bands. So, Laine formed a brass band and after that, in his words, he 
"wasn't idle no time at all. Pretty nigh on every night I had an engagement to dill 
out and it got so that I organized five bands." 

Until Laine began working with a Professor Meade, most of his bands had 
been "head bands" rather than readers of music. 



Bands were plentiful and so were jobs for them in late 19th and early 20th 
century New Orleans. Laine recalled sometimes playing five jobs in a night. It was 
hard work, but Laine took good care of his musicians, even letting them sleep and 
eat at his house where his wife did the cooking. He also had his musicians wear 
uniforms since many people would try to get into dances free by claiming to be 
members of the band. 

The era of Laine's heyday (roughly 1890-1917) covers the period when jazz 
was born. It should come as no surprise then that a number of notable early jazz 
players were alumni of Laine's band (he had as many as five, sometimes all 
playing on the same day). Laine's bands usually operated under the name Reliance 
Band and they were differentiated by number. 

One of the gigs available to musicians during these days were jobs on 
advertising wagons. Band would play while riding on these wagons to advertise 
picnics, balls, fight - you name it. The wagons would make their way all through 
the city. 

In these wagons and on marches in parades jazz probably found its start. "If 
you syncopate a march, you have a rag," Laine explained. "There were straight 
numbers that were ragged. We'd tear it up, we'd rag it up." 

Laine believed he was among the first to put a ragtime band in the streets. He 
maintained that ragtime was what brought Dave Perkins to his band. Laine is also 
credited with putting the first jazz band in the streets. Laine once admitted that he 
never knew the names of many of the songs the band was playing in those early 
years. "We made up that stuff," he said, "just like if we were playing it for years, 
we'd make it up and we'd fight it out until we got some kind of time out of it." 

Most, if not all, of the members of the Original Dixieland Jazz Band (ODJB) 
has yet been found, it would seem logical that the music that the ODJB later 
recorded in Chicago was first played in New Orleans before their departure. 

Much of the music that eventually formed the repertoire of the ODJB and a 
number of other early Chicago jazz bands can be traced to Laine's bands. The 
lines are so clear that there was actually a court trial to determine authorship of a 
number of tunes. 

"This LaRocca changed it," Laine said of his music. 'The Livery Stable Blues' 
and the likes of that sort of stuff, he changed all of that stuff, see. Had different 
names for them. 'Clarinet Marmalade,' 'Tiger Rag.' etc. That's all our stuff. 

"All that stuff which we played we called it ragtime until they changed it to 
jazz," Laine added. "They began to call it jazz, but it's really ragtime stuff. There's 
only two bands in this town that played the same stuff as I played - Paul Barbarin 
and George Lewis. They played no different. If you set down and listen to them 
play music, you can say right away 'I heard Jack Laine's band play in that same 
style'." 

Tom Brown, a Laine alumnus, first brought a white New Orleans band to 
Chicago in 1915. Had it not been for a simple twist of fate, Jack Laine may have 
headed the first jazz band to record. But, Laine, like others of his successful New 
Orleans contemporaries, turned down an offer to take his band to Chicago, 
electing to remain in the Crescent City and others made that history instead. 



World War I interrupted the progress of Laine's bands, with a number of his 
musicians going off to war. Still, the band kept playing, entertaining at Mardi 
Gras parades, balls, picnics, dances, political rallies, wedding receptions and the 
like. Someone in the Army recognized Laine's skills, and he organized a band at 
the Army's request at Fort Beauregard in Alexandria. Laine was about 45 when 
America entered the war. 

For a good while, Sundays at Milneburg were the solid core of Laine's bands' 
activities. And it was in this setting that Laine and his bands may have spread 
their influence most readily. Milneburg was on the Lake Pontchartrain waterfront 
and under the pavilions, on the wharves and in the camps that dotted the scene, 
bands played to large audience which frequently included other musicians. 

There were frequent "cutting contests" in which bands would try to out play 
each other. These bands didn't share the same stage, but would play in response to 
each other across the water in the next camp or on the next wharf. It was a fertile 
musical scene with individual musicians and bands learning new tricks from their 
contemporaries and competitors. 

Laine tailored his bands to fit the needs of his engagements and the 
availability of musicians. He had dance bands, funeral bands, dance bands and 
variations on the line ups in each. This meant that many New Orleans musicians 
had the opportunity to spend at least some time in one of Laine's bands. Among 
some of the notables: Steve Brown, Merritt Brunies (and his musician brothers Al 
and George), Johnny Lala, Yellow Nunez, Paul Vinerelle, Happy Schilling, and 
Ray Lopez. 

On parades, Laine's band was frequently an 11-piece ensemble which included 
two trombones, baritone, tuba and alto horns, two cornets, two clarinets, and two 
drums. Still, in some photos of Laine's band, only 10 members are shown. 

As a musician, Laine played a 36-inch bass drum in parades and traps in dance 
bands. He was on record as saying he preferred an "off beat style" of drumming. 

Laine on his style of drumming: "They got a certain beat right now, if you 
notice, one steady beat. There's no changes, just one steady beat. Not me, I'd make 
rolls in mine, you know, lots of rolls, lots of plumping, one thing and another and 
all sorts of that where it would fill out the proper place." 

Laine also laid claim to the invention of a foot pedal used to strike the bass 
drum. Laine's invention consisted of a baseball attached to a stick, which was in 
turn attached to a rocker arm. This freed Laine to use his hands to play cymbals, 
snare and the various other percussive instruments in his arsenal. 

Whether one takes the expansive view of Laine's influence or a more 
conservative one, Papa Laine's impact on the music of his day, and therefore jazz, 
was substantial and direct. 

 

Billy Lambert (1893-1969) 

 

Dixieland drummer in the original Tom Brown's Band from Dixieland. 
Lambert made the historic trip to Lamb's Cafe in Chicago in 1915. 

 



Vic Leglise (1900-1927) 

 

Dixieland drummer with the Princeton Revellers around 1920. He also played 
with Bill Padron and Pinky Vidacovich. 

 

Percy "Butz" Massicot (1910-1948) 
 
Massicot was the favorite drummer of many Dixieland musicians. He played 

for many years in the dance orchestra at the Roosevelt Hotel in New Orleans. 
 

 

Eugene Morin (1880-1950) 

 

One of the three earliest Dixieland musicians. Played with the Abita Springs 
Serenaders Jazz Band from 1912 through 1914. 

 

Santo Pecora (1906-  ?) 

 

Nephew of Santo Pecora, he worked frequently with Johnny Wiggs in the days 
prior to Wiggs' retirement in 1962. 

 

George Peterson (1875?-1942) 

 

George Peterson was a formally trained violinist whose musical love, it turned 
out, was drumming. 

Peterson studied the violin under Bruno Schilinski of St. Louis and Jules 
Cassard of New Orleans. He began what he called his "rag-time fiddling" when he 
was 17. 

Peterson soon had a rag-time band of his own and his was one of the first 
"hot" bands to make a name for themselves in the early days at Milneburg. 
Peterson learned a great deal about music there, as he swapped tunes in informal 
jam sessions with other musicians playing the area after his shows were over. 

Despite playing a mighty good fiddle, Peterson practiced the drums regularly. 
He had a natural flare for them and he couldn't resist the chance to knock out a 
few bars every day. Finally, about the turn of the century, Peterson took a job 
playing drums for a band with a gig at the Crystal Palace in Mobile, Alabama. 

After several years away from New Orleans, Peterson came home. The Eden 
Theater on Royal Street near Bienville needed a good rag-time drummer, and 
Peterson filled the bill. At the time, the band literally played floor shows - there 
was no stage; the equipment was actually set-up on the floor. 

Peterson also became a xylophone player of some note in New Orleans, 
particularly between the years 1904 and 1908. During this period, Peterson was a 
musician in heavy demand. His popularity spread from jobs at the West End, 
White City (the future site of Pelican Park baseball field, and the current sit of the 
Bayou Hotel), and the Tulane Theater. 



Peterson was probably a baseball fan, but most positively a New Orleans 
Pelican fan. His 'The March of the Pelicans” was inspired by the city's minor 
league baseball team. Peterson apparently tapped into a deep well of city 
sentiment, for the march was a city-wide hit almost from the minute it premiered 
at West End. 

Like many of the musicians of the day, Peterson played in military bands in 
the city. Peterson was a member of the Veazey Military Band, and it specialized in 
marches, ragtime and special selections in performances at the Athletic Park. 
Peterson also played jobs there in a band under the leadership of Albert Kirst, Sr. 

George Peterson played serious music in the New Orleans symphony for a 
time, before becoming band director at St. Stephen's School. At the school, 
Peterson taught drumming. He held that position for about 20 years. Among the 
drummers who took lessons from Peterson either through the school or privately 
were Ray Bauduc, Paul Dedroit, Adriam Goslee, Young Huxen, Horman Falk, 
Walter Burke, Early Chichout, Leo Addle and Louis Verges. 

Peterson gave this perspective on drumming: "The way the drummer played in 
my day is the same way he plays now, only he doesn't use the snare as much, only 
on spare time. The main trap for a jazz drummer is the pair of tom-toms and wire 
brushes." 

 

Harold Peterson (1900      ) 

 

Peterson was a pre-World War I Dixieland player and the cousin of Raymond 
Burke. Peterson played in the Charlie Fishbein Orchestra at Lavida in the 1920s. 

 

Emmett Rogers (1898-1947) 

 

Born John McCloskey, Rogers was one of the big name Dixieland drummers. 
He worked steadily in Abbie Brunies' Band at the Halfway House and was usually 
considered Brunies' drummer. He played at the Dog House with Harry Shields 
about 1940. 

 

Everett "Buck" Rogers (1891-1952) 

 

Buck Rogers was the first drummer in the Dukes of Dixieland. He also 
worked with Abbie Brunies and Johnny Wiggs. He was the uncle of Emmett 
Rogers. 

 

Tony Sbarbaro (1897-1969) 

 

Tony Sbarbaro gained fame for his drumming in the Original Dixieland Jazz 
Band. He was born in a little house on Frenchman Street on June 27, 1897. 

By the age of 14 he was playing professionally with a band called the Frayle 
Brothers. One Frayle played the bass; the other, guitar. The band also included a 
trumpeter and a player on clarinet. Sbarbaro said the style was not Dixieland. 



"I would call it real old fashion march music," Sbarbaro said. "We tried to play 
some of the rags that we used to get from the music firms, but none of them were 
too good." 

After about a year with the Frayles, Sbarbaro joined what he called "the best 
all-around band New Orleans ever had." The band was the Ernest Giardina Band. 
Personnel in the group included: Giardina on violin; Achille Bacquet on clarinet; 
Emile Christian on trumpet; Eddie Edwards on trombone; Chippy Gerose on 
guitar; Eddie Giblin on the stand-up bass; and Sbarbaro on drums. 

The band's strength was its versatility, but that versatility was based on a feel 
for the music. "We could play a waltz good and sweet and that was something 
most of the other bands could not do," Sbarbaro. 

While still a member of Giardina's band, Sbarbaro also played for Jack Laine's 
Reliance Band (Actually Giardina headed one of Laine's Bands, all called the 
Reliance), Frank Christian and Charlie Christian. The Laine parade band that 
Sbarbaro belonged to included: the Mello Brothers on trumpet and trombone; 
either Gus Miller or Achille Baquet on clarinet; Emile Christian, Henry Brunies, 
Leonce Mello and Eddie Edwards on trombones; and Chink Martin on tuba. 
Ragababy Stevens played the bass drum in this outfit, while Tony played the 
snare. 

Sbarbaro remained a member of Giardina's band until 1915 when he went 
across the track to play in a joint called the Tango Palace. He took the job because 
of the pay - $12 per night. This band, too, had an impressive lineup: Merritt 
Brunies, Yellow Nunez, Henry Ragas, and Sbarbaro. But he soon left the Tango 
for a $2 per night raise at the Black Cat Cabaret, a club located near Tom 
Anderson's on Rampart Street, about 50 feet from its corner with Canal. The band 
at this club included Carl Randall on piano, and Alexander on clarinet. 

In Chicago in 1916 one version of the Dixieland Jazz Band broke up shortly 
before the band gained success and notoriety. When the break up came, band 
leader Eddie Edwards invited Sbarbaro to join the band and sent him money for 
fare to Chicago as an inducement. It was too good an offer for Sbarbaro to refuse. 

The newly-reconstituted band's first job was at the DeLabb Cafe, but it moved 
quickly to work the DuQuesne Gardens. When Larry Shields replaced Nunez in 
the band, the resulting band was actually the original Dixieland Jazz Band - 
Sbarbaro on drums, Ragas on piano, LaRocca on cornet, Shields on clarinet, and 
Eddie Edwards on trombone. 

The band gained a large following at the DeQuesne, resulting in the club's 
expansion and the hiring of a second band to play each night. By the end of World 
War I, the band had left Chicago and was playing at Reisenweber's in New York. 
The band was a sensation in New York, where people had never heard music like 
this before. 

The notoriety resulted in a tour of England. The band opened at the London 
Hippodrome, and later played a number of Vaudeville dates. The band also played 
a number of club jobs during the 18 months it played and traveled there. The 
touring band consisted of Sbarbaro, Shields, Emile Christian, Robinson and 
LaRocca. 



After the tour of England, the band broke up, but Sbarbaro and Edwards stuck 
together. In 1936 they tried to organize a comeback for the original band. They 
then tried to organize a large band. That unit splintered, but the core group of 
LaRocca, Shields, Robinson, Edwards and Sbarbaro joined with Harry Barth as 
members of Ken Murray's stage show. The act was quite successful, playing 
stages in most of the larger Southern cities. 

In 1943, Sbarbaro, Bobby Hackett, Brad Gowans and Russ Robinson played a 
cross-country tour 

 

Tony Schreiner (1912-1972) 

 

Played with the best bands of his era, most notably Tom Brown's Band, and 
the Triangle Band. Worked during the 1960s at Munster's uptown in a band led by 
Tony Fourgerat. He was also a member of the Lyons Brass Band. 

 

Johnny Stein (1891-1962) 

 

Stein was an organizer and the first leader of the original Dixieland Jazz Band, 
but he lost the leadership of the band over a personality conflict before the group 
scored its big successes. Stein also organized the Original New Orleans Jazz Band 
for Jimmy Durante. Stein played in New York and Chicago for most of his career. 

 

Mike "Ragbaby" Stephens (1885-1927) 

 

Sometimes called "the father of Dixieland drums," Stephens was a fixture in 
many of Papa Laine's units and a member of the Reliance Brass Band. He died in 
Richmond, Indiana. 

 

Stanley Surgi (1907-1981) 

 

Active in for over three decades in New Orleans music, Surgi was a longtime 
stand-by jazz drummer at the New Orleans Jazz Club. In his early years he played 
frequently with Tony Fourerat's band. 

 

Tony Tortorich (1900-1973) 

 

Drummer with the Dixola Jazz Band in the 1920s. 
 

Eddie Tschantz (1911 -?) 

 

A popular Dixieland drummer who frequently led small dance combos. 
Tschantz was the nephew of Tom Brown. 

 

Freddie Williams (1887-1963) 

 



An early Dixielander and an official with the New Orleans Police Department. 
He played in bands led by Emile Christian, and George and Merritt Brunies in the 
years before World War I. 

 

Martin "Bull" Winkler (1890-1955) 

 

A respected Dixieland drummer who played with Papa Laine, Bill Gallatin, 
and Frank Christian and their bands. 

 

APPENDIX I 

 
(Editors Note: The following article appeared in the November 10, 1883 edition 

of the St. Charles Herald in Hahnville, Louisiana. It is a reprint of an article that 

had appeared in an unspecified edition of the New York Sun. entitled: "About 

Bass Drums" 
 

There are bass drums and bass drums. A well-developed drummer looks with 
contempt upon a bass drum of only 24 inches diameter. He might give such a one 
to his boy, and even the boy, if he inherits his father's spirit, would scorn it and 
shy the stick at the domestic cat. Nothing short of a thirty-six inch diameter will 
satisfy the ambition of a drummer to the drum born. With such a drum his range is 
extended - from a sullen thud to a thunder storm. 

"This bass drum," said a dealer who knows all about these instruments, to a 
Sun reporter the other day, "is one of the few band instruments which are not 
imported. They come in two styles - the old fashioned and the new-fashioned. The 
shell of the old-fashioned kind is of wood maple, mahogany or walnut - and the 
heads are tightened by strings. The new-fashioned kind has a metal shell of brass, 
sometimes plain, sometimes plated. Its heads are tightened by rods turned by a 
key." 

"Which are the most popular?" 
"That depends. The old-fashioned ones are the most practical. They are easier 

to carry because they are lighter. Besides, the brass rods are apt to tear the clothes. 
The old-fashioned drums are the most popular with the bass drummers in the 
bands in large cities. But in country bands they like the bright metal drums." 

"Are bass drums as heavy as they look?" 
"No, I doubt if the heaviest made now-a-days weights more than 15 pounds." 

"Was the weight greater formerly?" 
"Decidedly. The drums were made much wider, because it was thought that 

greater width would insure greater volume of sound. But that theory has been 
upset. I don't think that any bass drums made now are wider than 15 inches. 

"What are the prices of bass drums?" 
"They vary, according to size and fineness of make, from about 12 to 35 

dollars." 
"What determines the grades of fineness?" 



"The heads. The cheaper have one calf-skin and one sheep-skin head. The 
calf-skin head is that which is beaten upon, the sheep-skin head not being strong 
enough. The fine drums have two calf-skin heads, so that if a drummer in a 
moment of enthusiasm, breaks one of them, the other can be used." 

"Are the skins tightened by the rod or strings for the purpose of changing the 
note?" 

"Oh no. There is no tuning bass drums. The orchestral parts of this instrument 
are written all in one note, not because that note is produced, but simply to 
indicate the rhythm and where he is to beat the drum. There is no music in a bass 
drum. Its sole object is to produce noise. The sound is more penetrating if the 
head is very tight. 

"I suppose you can decorate the wooden or metal shells to suit all tastes?" 
"Certainly. Most bands have American flags crossed and an eagle. Some 

bands belonging to societies have the banners or emblems of the society painted 
on the shells." 

"Did you ever hear of a first-class band without a bass drum?" 
"Never. It would be like a house without a foundation. Besides the small boys 

couldn't tell when the band was about to begin to play." 
"Does the bass drummer usually strike the cymbals?" 
"Yes. One cymbal is attached to the drum. With one hand he wields the stick, 

with the other the cymbal. Formerly when the drum and fife were in vogue, they 
had a separate man to play the cymbals, who also played the fife. He crashed the 
cymbals with the band and played the fife with the drum corps. But about 10 years 
ago the fife began to go out of fashion."  

"What is the length of life of a bass drum?" 
"In the hands of a German, 50 years at least. If he breaks a head, he has a new 

one put on; if the shell or the hoops around the head breaks he has them repaired. 
By the end of 50 years he may have new heads, new hoops, a new shell, and new 
strings, but it's the old hole. 

 

APPENDIX II 

 
An interesting column appears in the September, 1911 issue of Jacob's 

Orchestra Monthly. The column, written G. B. Stone ("a well-known drum 
expert," according to the magazine), is on the selection of drum accessories. 
Except for the bass drum and snare, all other drum equipment is mentioned. The 
column contains a wealth of information about percussion in the early 20th 
century. 

Stone begins by discussing selecting how to go about selecting a pedal 
cymbal, which is not to be confused with the "high hat" of today. This cymbal was 
attached to the bass drum. 

"For a pedal cymbal choose a 12 or 13 inch genuine Turk. There is no second 
choice - no other cymbal that has the sharp, vibrant tone-quality, the brilliant 
blending of many tones into one - and there is no other cymbal that will balance as 
well with your drums," Stone writes. "Attach the cymbal to your bass drum with a 



sliding adjustment holder so you will have no difficulty in adjusting it to suit 
different pedals or another size drum." 

Regarding the pedal mechanism itself, Stone says: "Choose a floor-pedal and 
particularly see that it has an easy action and a strong spring. You must have one 
with a direct, positive stroke without lost motion. It should also have a powerful 
leverage. The greater the leverage, the less effort is required to play 'FF' crashes or 
long hard gallops; such are used for acrobatic acts. If one of these acts runs twenty 
minutes, you can easily see the necessity of having a pedal with as easy an action 
as possible. An overhead pedal with its necessarily small leverage and lost motion 
makes you work harder than you should, and will often times cause cramps in the 
leg." 

This was a transition period for drum equipment, with both types bass drum 
pedals being used. Stone's article then dealt with the issue of the crash cymbal. 

"A Chinese crash cymbal is indispensable for crash effects and climaxes. In 
vaudeville, especially, the crash cymbal ranks first in the line of necessary 
accessories. The fifteen inch size will do for a small orchestra, but for a larger 
team or a theatre, the eighteen inch size is better. Attach it to the back hoop of 
your bass drum with a suspending holder, which will allow it to vibrate freely, and 
is adjustable to any position. Use a soft stick when possible. In fast work, say for a 
dancing act, where there is no time to reach the soft stick, use your drumstick. Do 
not strike too heavy a blow with your hard stick, however, as Chinese cymbals are 
inclined to be brittle. A crescendo roll with the soft sticks makes a tremendous 
climax and is extremely effective in Oriental numbers. 

"These cymbals are imported from China. Only once to my knowledge, has an 
American firm ever tried to duplicate them. The appearance of the imitations was 
perfect, but they had no tone, and the experiment was therefore a failure." 

Stone next talks of a number of accessories that we find mentioned in a 
number of the Tulane Interviews with early jazz drummers, namely the 
woodblock, sand blocks, triangle, tambourine and castanets. Today we don't think 
about where drum equipment is made or what it is made of, but for Stone, quality 
was the heart of the matter. 

"A strong, well-made tambourine with plenty of German silver jingles will be 
needed, as will a pair or double pair of castanets. Get the largest size ebony 
castanets, mounted on a rock-maple handle. Although ebony is more brittle than 
boxwood and will not stand as hard use, it is preferable because of its superior and 
more characteristic tone. The tambourine and castanets are used mostly to impart 
a Spanish or Mexican atmosphere, although modern writers of light music use 
them indiscriminately. 

"For orchestral work use a six-inch triangle, made of half inch rod. Made of 
the best tool steel and tempered correctly, the triangle is a valuable addition to the 
drummer's outfit. Choose by tone rather than by looks, however, for unscrupulous 
dealers can make a triangle of the cheapest grade of steel that after being 
nickelled, cannot be distinguished from the good one excepting in the tone, which 
is as poor as is the steel. 



"A wood block of rock maple is sharper and more penetrating than one of 
'Chinese rosewood' and will not split. It is a good all-round vaudeville trap and 
much used for clog and horse-hoofs effects. 

"Use sand blocks for sand-dancers and for vamping first strains of rig-time 
numbers." 

Regarding drum sticks, Stone writes: 
"Select sticks not only for weight and balance, but to fit your drum. The 

importance of this is generally underestimated, and many a good drum has been 
misjudged and condemned as unsatisfactory, simply because the sticks were not 
fitted to it and could not bring out the tone properly. A stick should have a quick 
taper, short neck and full head. This beings the weight up to the point, allowing a 
decided stroke, getting all the tone there is in the drum. In rolling, this weight 
makes the rebound practically as strong as the stroke, enabling one to make a 
closer and more finished roll with much less effort than is possible with a stick of 
more gradual taper. Sixteen inches is the best length for a stick of any weight. 
When buying a drum has the manufacturer fit a pair of sticks to it and always uses 
the same model, which is doubtless numbered for convenience in reordering." 

Stone ends his article with a discussion of other trap equipment: 
 

"You will doubtless need some smaller traps, such as siren, steamboat whistle 
and sleigh bells, and for motion pictures, a shot cushion, water and animal 
imitations, which you can get a few at a time, as you need them." 

Drummers playing in orchestras (both dance and theatre) and early jazz 
drummers have much in common. Early jazz drummers also played in theater 
ensembles and playing the dances of the era used the same type of traps 
mentioned in Stone's article. We find many pictures of the bass drum pedals and 
the attached cymbal to the bass drum. We find a number of 'traps' attached to the 
bass drums and in the Tulane interviews of jazz musicians, many types of traps 
are mentioned. 

The article gives us a good view of how a percussionist in 1911 approached 
the drum set and the equipment used by both the 'legit' drummer and the early jazz 
drummer. 

 

APPENDIX III 
 

In the magazine Current Opinion of August, 1919 in an article entitled 

"Delving Into The Genealogy of Jazz" we read about the role of the 'traps:' 
 
"The howitzers of the jazz band's artillery are stationed in the 'traps.' Under 

this heading we find all the instruments of percussion, such as the big drum, the 
snare drum, cymbals, triangle, wooden blocks played upon with drum sticks, 
xylophone, cowbells, rattles, whistles for the production of various weird noises, 
and a host of other implements, often then personal conceptions of individual 
players of the traps. " 

 



APPENDIX IV 
 

In an article entitled 'Jazz the Present-Day Live Issue In The Development 

Of American Music.' William Ludwig augments his statements in Appendix IV 

in the May, 1922 issue of Metronome. Below is the complete article which 
begins with the origins of jazz and continues stating the role of the jazz drummer: 

"The American press has been flooded of late with articles on jazz and its 
attendant dangers. But the American reading public we believe, can be relied on, 
not to give undue weight to such extreme statements as those by a prominent 
judge in Chicago who say: "Jazz is obscene" - or the New York clergyman who 
says: "If Jazz is our National anthem then the devil's crying argument 'Go to Hell' 
is our National slogan"! 

Thus while prominent men, trained in other lines than music seem to be more 
or less alarmed the musicians of this country believe that jazz is simple a step in 
the progress of music and that the present development is a step forward and 
upward. 

 
THE ORIGIN OF JAZZ 

 
At the very beginning a brief review of the origin of jazz may not be amiss. 

The word itself means "to step lively" and was first used in this country by 
Negroes working on the docks and levees in the South. 

Jazz as applied to music is a form of improvising and added development of 
ragtime or syncopation. 

Ragtime is a development traceable to the rhythmic Southern melodies plus an 
accented syncopation. 

Radical jazz is already gone, never to return. It was only a necessary stepping 
stone in the development of the true American Orchestra. 

We cannot jump to perfection with one leap. There must be the intermediate; 
and more important, there must be the start. Some credit the saxophone as having 
started this new form of musical interpretation but that is not the case. There were 
rag-jazz orchestras before saxophones were used in orchestras. 

 
THE TRAP DRUMMER THE FIRST ONE WHO STARTED RAGTIME 

 
It was the trap drummer who first broke loose from the old time practice of 

holding strictly and religiously to the printed music sheet. He began syncopating 
on the snare drum instead of holding to the after beats as written. This syncopating 
was called rag-drumming. The beats were an imitation of clog dancing. Thus the 
drummers started playing ragtime and for this innovation were called fakers by the 
more pious. Nevertheless, it was a decided step forward in the progress of music 
interpretation. 

 
HOW THE PIANO, TROMBONE, CORNET, CLARINET & VIOLIN 

FOLLOWED SUIT 



 
The pianist was next to "rag it" on the piano and at one time in the earliest 

stage of the "ragtime" orchestra the pianist and drummer were the most important. 
They had to work together in their individual form of syncopation. 

The trombone and cornet soon followed the piano and drum, but they, through 
use of slide and mute, were able to produce new harmonic effects. From this 
developed the jazz orchestra with clarinets and violins beginning to improvise and 
syncopate. 

The clarinet player, jealous of the trombone, resorted to other instruments of 
the family to produce the desired effects that the public craved. First by using a 
clarinet and then by the saxophone. Finally the violin, a little weak on 
syncopation, took up the banjo. 

As a result we have the "jazz" orchestra of today. But up to this time the 
players still had to improvise and fill in. Moreover each combination rendered 
their own conception of "jazz," according to their individual ability. Some were 
good, some bad, but most of them pleased the public, and their services were in 
demand. This demand forced composers and arrangers to write and score for this 
new kind of an orchestra, and this made it possible not only to write and select the 
proper and correct harmony but, to create new and extremely pleasing effects 
through this new use of instruments and instrumentation. 

 
THE NEW SYNCOPATED MELODY ORCHESTRA 

 
As the final step we now have the new syncopated melody orchestra, 

developed partly by the individual instrumentalists and by the composers and 
arrangers of the music they play. The classics are not transformed into American 
music by this combination and this is only the real beginning of American 
creations. The next step is already determined. It is the syncopated Concert 
Orchestra. And as a matter of course there will be European Tours not for 
Symphony Orchestras but for the modern American Syncopating Concert 
Orchestra. These compositions will not be revamped European music, but real 
American Creations and Europe will welcome them. (Sic: A correct prophecy) 

 
BLENDING OF FOREIGN CHARACTER WITH 

ORIGINAL AMERICAN EFFECTS 
 

You will hear effects introduced which suggest the atmosphere of some far 
away country; you will hear a Russian classic played faultlessly, but woven 
through the harmonic construction will be arrangements and effects which are 
purely American' you will note that the rhythm is changed with wonderful and 
peculiarly pleasing effect and yet - it is harmonious and played in masterly 
musical style. 

This new melody orchestra has merely introduced different arrangements 
which not only require that each performer be a master of his instrument but that 
he must have a knowledge of harmony and musical construction as well. He must 



know that countless melodies and effects can be built around one succession of 
chords. The greater the number of individuals in this orchestra having this 
knowledge the greater will be the varieties of individual ideas and inspiration and 
hence the greater the success of this orchestra. 

As the name implies a "syncopated melody orchestra" is pleasingly 
harmonious and rhythmical. This rhythm which is so essential to the syncopated 
melody depends upon the instruments and more especially upon the drums and 
tympani used. The drummer's part because of its opportunities for novel effects is 
rapidly becoming a more important one. 

 
ANOTHER WORD ABOUT THE DRUMMER'S WORK 

 
The drummer's work must fit in with the melody combinations that are used 

and therefore his work now is not burlesque but more and more refined. This 
instrument must have tone. The tom tom used should be tuned if possible. The 
snare drum, muffled, should also be tuned. The tympani should be chromatic. 

Bass drums and cymbals must be played together or singly alternating in rapid 
succession. Also wire brush effects on snare drums and cymbals are important and 
they have a novel effect. 

For the drummer in the new syncopated melody orchestra, using pedal tuned 
tympani and snare and bass drums correctly tuned, there are unusual opportunities 
to introduce novel effects of his own creation. 

As the drummer in reality started ragtime I would advise him to be progressive 
and lead in the new syncopated melody orchestra and I would suggest to those 
who criticize "Jazz" to first study the subject to gain full comprehension of this 
newly developing syncopated melody orchestra. Then if not satisfied that the final 
result will be the development of an essentially different and better type of light 
music, let them suggest a method of how this can be brought about. 

Music like everything else is developing; it cannot stand still; it will not be 
allowed to go backward. The present development is a step forward and upward in 
the mind of the great mass of American music lovers." 

 

APPENDIX V 
 

In an interview in The Trade News and reprinted in the July, 1922 issue of 
Melody Mr. William F. Ludwig - president of Ludwig & Ludwig, drum 

manufacturers of Chicago speaks of the Role of Drums in Jazz: 
"As everyone is aware, the drum was a powerful adjunct to jazz units earliest 

and rawest state, and many drum manufacturers and dealers believed that with the 
passing of the demand for jazz there must of necessity follow a very serious 
depression in the drum business throughout the country. Actuated by this existing 
belief or impression, Mr. Ludwig recently investigated along that line, the result 
of his investigations bringing to light matters of much interest relative to both the 
drum trade and jazz itself." 



Mr. Ludwig stated that he found the sort of jazz which was so frequently and 
bitterly condemned had been extinct for the Last two or three years and that a new 
and commendable style of jazz music is now filling its place. He also believed 
that if the drum business was to be affected by the passing of jazz, it would have 
felt the depression during the last two years. Yet, instead of a decrease in demand 
during that period, the drum dealers all reported an increase in business and stated 
that such increase still continues. To the interviewer of Music Trades, relative to 
jazz itself, Mr. Ludwig further said: 

"While prominent men, trained in other lines than music seem to be more or 
less alarmed, musicians believe that 'jazz' is simply a step in the progress of music 
and that the present development is a step forward and upward. At the very 
beginning a brief review of the origin of 'jazz' may not be amiss. The word itself 
means to 'step lively,' and was first used in this country by Negroes working on 
the docks and levees in the South. 

Jazz, as applied to music is a form of improvising and added syncopation, a 
development of ragtime and syncopation. Radical 'jazz' is already gone, never to 
return. 

We cannot jump to perfection with one leap. There must be the intermediate, 
and there must be the start. Some credit the saxophone as having started this new 
form of musical interpretation, but that is not the case. There were rag-jazz 
orchestras before saxophones were used in orchestras. 

It was the trap drummer who first broke loose from the old-time practice of 
holding strictly and religiously to the printed music sheet. He began syncopating 
on the snare drum, instead of holding to the after-beats as written. This 
syncopating was called 'rag drumming.' The beats were an imitation of clog 
dancing. Thus the drummers started playing rag time and for this innovation were 
called fakers by the more pious; nevertheless, it was a decided step forward in the 
progress of music interpretation." 

 

APPENDIX VI 

 

In an article entitled "Fixing the Blame for "Jazz" by Edward C. Barroll in 

the Sept. 1922, Metronome we read of a description of 'what the drummer does' 
in a jazz band: 

 
"Notice what the drummer does. He swats his drum with a steady, "Bump-

boom-boom-boom - bump-boom-boom-boom" effect when it is any form of a 
fox-trot dance for which he is supplying the rhythm. Then if you can get a one-
step played at all nowadays, notice that he delivers a rapid "boom-flap-boom-flap 
- boom-flap - boom-flap" at a different speed, with a different accent entirely, and 
utterly changing the character of the piece - though it may be identically the same 
tune played 10 minutes ago in a different rhythm as a fox-trot. Now persuade the 
leader to play a waltz - and note that the drummer delivers a steady "boom-boom-
boom-boom: just one "lick" in each measure of three "beats" - the first accented - 



the following two not accented. If your orchestra is a skilled one they can quite 
conveniently play the same music in all three rhythms. 

Now, which is Jazz? 
Neither or none! 
And what's the matter with the "music." 
Not a thing! 
........In the popular mind right now there is an impression that when a tune is 

"jazzed" the pianist hits sour notes, the drummer belabors hardware of the sundry 
sorts, shricks with whistles and hammers on gongs and wooden things and tom-
toms. Why then, blame "jazz" for any of the things that a structural form of music 
and a definitely determined rhythm can no more be responsible for than 
automobile tires can be responsible for the deviltry of auto lizards.?" 

 

APPENDIX VII 

 
Numerous articles state that the jazz drummer is a very important part of 

the jazz ensemble. The drummer is the energy and the spirit of jazz and this is 

written about in an article entitled  "The Spirit of '76 in Jazz by Harvey Gaul in 

the 1922 Sept. issue of Metronome: Within this article we find a list of 
accessories that any good drummer would possess for a well qualified trap 
paraphernalia: 

 
Do you know who makes rag and jazz? He is the drummer boy in the pit 

the man we call "Traps." His is the spirit of '76 (or whatever the year was when 
they had spirits before Mr. Volstead was known) and his is the soul that goes 
marching, shimmying on through the long dance night. 

He is Lilt, Atmosphere, Rhythm Incarnate, Till Eulenspiegel, "Aprrenti-
Socier, l'Apres midi  d'une Faune, Puck o' the Pit, Zip, Smash, Crash, Flash, Dash 
and Bash. It is he who is the uncrowned King of syncopation, the Emperor of 
Jazz. 

When Saturday night comes and life sets heavy upon us and we bethink 
ourselves of the soft delights of the P.A.A. or the William Penn, who is it that 
"brightens the corner where we are?" Answer, fortissimo and a capella. "Traps." 
He is more indispensable than the traffic cop at the corner of Fifth and Wood. 

Sir Walter Scott knew him well when he wrote: 
   "Sound, sound the clarion, 
   Fill the fife! to-all the sensual world proclaim, 
   One crowned hour of glorious life 
   is worth an age without a name." 
And that's "Traps" for you. He's both clarion and fife, though I'm not at all 

sure what a clarion is. It may be some kind of chanticleer, though I believe it is 
some kind of a river. 

Anyway, after a hard week of listening to Casals on the Victrola and 
Godowsky on the Aeolian, it is a pleasure to go to the P.A.A. and there behold our 
Playboy of the Middle Western world as he sits enthroned upon his marimba dais 



ensconced with his little costerie of "Honey Melody Boys," or whatever they call 
themselves, and hear their "light quirks of music, broken and uneven." 

How would you like to be a master of the "Flams"? Not one "Flam," mind 
you, but whole battalions of them; from the "Flam-two stroke" to the "Flam-five 
stroke?" Then after you have that down pat, so that you can separate the flim from 
the flam, how would you like to have at your finger's ends the snare drum "Roll?" 
And more, or worse, the "Three-stroke roll," or if you are ambitious or 
ambidextrous, the "fifteen-stroke roll?" Wouldn't that quite terrify you? Failing all 
that, you might achieve a neat but not over gaudy "Three-stroke drag" or a "one-
stroke ruff," or if that is entirely beyond you, there is the 'crushed ruff" and all that 
it implies. 

A "fifteen-stroke roll" sound like the varsity crew. At least there is a 
Henleyesque turn to it, and the "one-stroke ruff" seems to have quite a freshman 
twist about it, don't you think?" 

Oh, there are lots more in "Traps" philosophy than you thought of, 
Horrendous. For instance, there's a "Flamacue." One might well think that it was 
an "Alice in Wonderland" variety of ornithology, and then there is "a due," of 
which really has nothing to be with the mail received on the first of the month, 
and which is nothing more serious than to be "played on both instruments." In the 
cult of "Traps" one finds all kinds of etymological eccentricities, such as would 
drive any self-respecting philologist into a nervous or terpsichorean breakdown. 
When one becomes "drummistic" one has to master such words as "Loco," 
"Ossia," "Sogue," "Votti Subito," and a marvelous expression known as "Tacet." 
It would seem according to "Traps" that "Tacet" means is silent," and wonder of 
wonders, it is often found in his stave of the score. 

To my mind "Tacet" is a noble expression, and a word that opens up a new 
and wide field of thought. I am not sure but that it is the most important word 
spoken by music, heavenly maid. I wonder why composers don't use it more. 
Think of writing a symphony on such a word, a tone-poem if you wish. Liszt 
might have done it. Surely there are many hidden possibilities in that freighty, 
meaty little word........And with that he showed us how he fired his barrage, and 
we were glad - or sorry - that he wasn't a centipede. His catalog read like an insane 
hardware store prospectus. There was a "baby cry," "clogs, "sand board," 
"drunghill rooster," "rattle,' 'steamboat whistle," "bird whistle," "locomotive 
whistle," sleigh bells," "anvil," "railroad imitation," "horse imitation," "shot pad," 
"lion roar," "cuckoo," "slapstick," "cocoanuts," to say nothing of every known 
variety of bells from a dinner bell, cow bell, Chinese gong, to an electric door bell. 
He had an Indian drum, a Chinese drum, bass drum and snare drum There was a 
colossal "tam-tam" and wooden blocks for hollow sounds, an automobile horn, a 
klaxton and a xylophone, and he, the great and only "Trap," the Haroun Al 
Raschild, the seneschal of our Saturday nights could and did play each and every 
one. Sometimes he didn't let his right hand know what his left hand dideth and 
then he played them with his feet. And it seems that when he had a free moment 
and nothing else occurred to him, why he threw the drum sticks up in the air and 
caught them on their way down without losing a simple "flam," "ruff," or "stroke." 



He showed us how the cat cried, the dog barked, the mule "he-hawed," and, in 
fact, the whole orchestral menagerie, from mange to rickets, from spring-halt to 
spavin. etc." 

 

APPENDIX VIII 
 

We find, in the Feb. 21st, 1924 issue of the Musical Courier an article 

"Jazz Band" written by the Frenchman J. Benoist-Mechin. In writing about the 
jazz band as a new art he emphasizes the importance of the drums: 

 
"That which gives this art its characteristic aspect, however is the jazz 

itself, that mélange of noise and rhythm combing the bass drum, tambour, the 
cymbals, the wooden drum sticks, and sometimes even a whistle, held in the 
mouth of a performer and completing an ensemble of extraordinary rhythmic 
precision; there is no means of notating simultaneously all the effects of this 
domesticated cyclone."  

 

APPENDIX IX 

 

Haydn M. Mathews, in an article in the Feb., 1924 'Flutist' entitled "Jazz, 

Its Origin, Effect and Future mentioned the importance of the drummer in a jazz 
band: 

 
"I believe jazz reached its fullest development strictly speaking as jazz, in 

1917-1921, for then it was that the shameless "Tickle Toe" steps and the cow bell 
reigned supreme, and the drummer reigned supreme, and the drummer sat 
ensconced upon his throne more proudly than a king, behind a barricade of 
weapons, ranging from slide whistles to frying pans." 

 

APPENDIX X 
 
Gradually the drummer began to depend less on his accessories and as a 

result jazz continued to became a more sophisticated art form. We read in the 

article "Jazz-The Newest Musical Phenomenon" by C. Lorenze in the July, 

1924 Melody that "Abroad, jazz is recognized as American music, a unique 
contributions to the world's culture. At home, we are slowly coming to take the 
same view of the matter, and to develop this musical founding, which the Negro 
orchestras of an earlier day left bawling hustily and in rag-time upon our national 
doorstep. Gone are the cow bells, the sirens, the juggled drumsticks, the wild 
acrobatics of the Negroid jazz band and in its place the smoothly wrought but still 
pulse-quickening strains of 'classical jazz. 

 

APPENDIX XI 

 



In the Saturday Evening Post of January 10th, 1925 we find a very interesting 

article entitled "The Reign of Reeds and Rhythm by E.C.May that states, at 
length, the describing of drum rhymes and the many accessories used by 
drummers of the jazz age: 

"Once upon a time - about 50,000 years ago - one of our cave-dwelling 
ancestors discovered that a hollow log yielded certain sounds when pounded with 
a stick, stone or fist. He was the world's first drummer. In time the man with the 
hollow log learned to talk across country in drum language. The war drum was 
evolved. 

A little laboratory work in the jungle showed that systematic pounding 
produced rhythm. Then the world's first drummer, still pounding on his hollow 
log, observed that his comrades could not make their feet behave. The dance 
arrived - doubtless in jazz form. Today we are indulging in a riot of rhythm. 

The latter part of this evolution or devolution has come with a bang - the band 
of the big bass drum, backed by the whack of the small snare drum and the clash 
of bright brass cymbals. Instruments of percussion are striking in all quarters of 
the globe. The human race is beating time. The drummer is the director of our 
destinies. But nobody's bothered - that is, nobody of importance. 

We blithely follow the jazzy drum. Whither? Generally to some scene of 
action where saxophones, clarinets, oboes and other reed instruments sound the 
melody while the drums emphasize the time. We live in the reign of reeds and 
rhythm. 

Certain conservatives have registered alarm at this alleged reversion or 
savagery. We are, they assert, indulging in an orgy of elemental dancing. We are 
going back to some prehistoric Methuselah. But even a humble advocate can 
make a case for reeds and rhythm. Let us begin with rhythm' 

Rhythm is a succession of beats and pauses. It is one way of keeping time. The 
human heart beats rhythmically, the locomotive puffs rhythmically, water drips 
rhythmically, we walk rhythmically, a bird's wings flap rhythmically. We cannot 
get away from rhythm. It is one of nature's fundamental movements, and it is one 
of our most natural modes of self-expression. 

Possibly a partridge gave John Cave dweller the idea of drumming on a log. 
At any rate, mankind was drumming before he began to chronicle events. He's 
drumming more than ever now and he has plenty of precedents upon which to 
base his belief in the virtue of drumming. 

The favorite toy of the normal boy is the small snare drum. Many a parent has 
been driven frantic by his rub-a-dub-dubbing of the same. But the small boy is 
merely recalling, subconsciously, the birth of the race. He knows, somehow, that 
some antediluvian forbear put a skin head on a hollow log and eventually 
manufactured a barrel with a skin head at both ends. The drum of Noah's time was 
not essentially different from the drum that set the pace for the parade of the 
American Legion's Sixth Annual Convention in St. Paul last September or the 
drum that crashed at a foreordained moment during the opening of the 1924-25 
season of the Metropolitan Grand Opera company, and so the drummers we have 



always with us - more so now than ever - only, the modern drummer is a 
complicated piece of musical precision. 

 
ONE OF OUR LEADING PERCUSSIONISTS 

 
The modern drummer is much more highly evolved a much more versatile 

exponent of his art, than the drummer who presided at the traditional birth of 
Buddha or he who once pounded the drum recently unearthed amid the ruins of 
ancient Thebes. The twentieth century drummer has advanced many centuries 
from the Aztec of Mexico whose thumping and pounding dismayed the valiant 
Cortez, or the drummer of old Peru who did a double roll on the skin of a late-
lamented adversary so that his chief might recover from mountain sickness. 

He is many times removed from the unionized Kafirs of the Rand, South 
Africa, who drummed up sympathy for their cause during a recent coal strike. He 
is most distantly related to the Siberian medicine man who leads his tribal dances 
with a bone drumstick, the Tibetan whose drum is made from a human skull or 
the East African Negro who broadcasts with drum talk. 

There is more to a drum - even a bass drum - than just rub-a-b-dub-dubbing. 
Time was when any old follow would do for the bass drummer. He was the last 
player picked in completing the personnel of the small-town band. When the first 
cornet band was organized at Mt. Vernon, New York, in 1878, Joe Spicer, the 
saddler, got the job, largely because he could supply extra leather tightening-ears. 
Back in my dear old Rochelle we chose Charley Clark as our first bass drummer 
because he was a good hardware clerk, and metal parts for drums were just 
coming into use. He was succeeded by Charles Hayes, who was a carpenter and 
steeple jack, hence a man of daring. But now the bass drummer of a band or 
orchestra is known as the conductor behind. 

It is admitted that one ill-timed thump on a big bass drum can ruin a concert. 
That is why August Helmecke is one of the well-to-do men of Manhattan. 

For sixteen years Mr. Helmecke has spent his winters on tour with Sousa's 
band. For six years he has spent his summers as a feature of the Goldman band 
concert season in Central Park, New York. He is the star bass drummer of our 
day. If you sit where you can watch his performance on the big bass drum you will 
understand what artistry may be wrought with a maple shell, two heads of 
cowskin and two or three felt-headed sticks - if the man behind the drum which is 
behind the band knows his business. 

Mr. Helmecke's crowning glory is his white and curly hair - when he doesn't 
wear his cap. But his professional reputation and his private fortune are founded 
on his ability to get two distinct tones out of one bass drum, to know when to hit 
the head in the center and stop the stick there for a gunshot effect, or to touch it 
lightly near the edge and let the stick rebound for something more soothing. He is 
famous for his handling of the cymbals. He can make them tinkle or crash at will. 
His drumsticks may describe fascinating parabolas in the air, but his eye is ever on 
the conductor and he is a master of rhythm and the personification of precision. 



For fifty of his fifty-six years Mr. Helmecke has been drumming on bass, 
snare or kettle drums. He is the highest-priced man in his profession, the prince of 
percussionists. It is not an empty honor. He has devoted his life to his art, 
principally the art of the big bass drum. 

 
SPIDE AND HIS BIG BASS DRUM 

 
That same bass drum has brought fame to many men and in diver's ways. 

There was Spide Lawrence of the University of Minnesota Band. Spide wasn't 
much of a musician, but he inherited a sense of rhythm from his father, who ran a 
flour mill at Wabash. So when Spide entered the university he attached himself to 
the bass drum, to escape military drill, and made the attachment so mutual that no 
subsequent applicant could pry him loose - until the Spanish-American War took 
the thirteenth Minnesota Infantry to the Philippines. Spide wanted to go. So did 
the rest of us unenlisted persons. 

There didn't seem to be a chance in the world for Spide. Spide was short for 
Spider, He was built that way, much too light for his length, according to military 
regulations. But he passed the medical examination and rolled over to Manila on 
his big bass drum. It was one of the longest bass drum rolls on record. 

Spide distinguished himself in the Orient as a thumper of Filipinos as well as a 
thunder of drums. It was years later when some of us who didn't get past the 
doctor learned that Spide had hired a substitute with the proper specifications to 
take his military medical examination. But he wouldn't have dared to that if he 
had not possessed the self-determination of the born bass drummer. 

Many men of wealth have beaten bass drums for the sheer love of the sport, 
but as far as I know, Simon E. Bernheimer, of New York, was our only bona fide 
millionaire bass drummer. From 1890 to 1910 he was the official bass drummer 
of the Amicitia Band of Manhattan, a meritorious musical organization popularly 
known as the Millionaires' Band, because so many moneyed men participated in 
its performance. 

Charles E. Lauten, still a prosperous real-estate man in the Riverside region, 
was one of the band's building spirits and played with finesse on clarinet, cornet, 
French horn, tuba, trombone or whatever was most in demand; but Simon stuck to 
his big drum he was a commanding figure, even in comparison with Mr. Lauten, 
who won first prize in the first baby show staged in this country, by P. T. Barnum 
in 1862. 

Simon continued to command the band's bass drum after he became head of a 
New York brewery. And to some extent the performances were command 
performances. For Simon not only chipped in with his $1000 when the annual 
Carnegie Hall concerts showed a large deficit; he also supplied ample 
refreshments when the band rehearsed at the Brewers' Exchange in Fifteenth 
Street. So the wise conductor of this deluxe amateur band used to write special 
music with special drum parts, and if the regular music failed to take cognizance 
of the bass drum Simon interpolated when the spirit moved him, and he stayed in 
the harness to the end. He dropped dead over his beloved drum during a band 



rehearsal of Wagner's Evening Star at the Murray Hill Lyceum, near Thirty-fourth 
Street and Third Avenue, in 1911. Soon after that tragedy the band disbanded. 

The bass drums of commerce come in assorted sizes from the tango, which is 
eight inches across the shell and twenty-four inches across the head, to the large 
street drum, which is twenty inches across the shell and forty inches across the 
head. A drummer, who can carry and play one of the latter, especially when rain is 
falling during a five-mile street parade, can qualify for the middleweight wrestling 
championship of the world. But our colleges, always keen about higher education 
and one another, are going in for super bass drums, known on the campus as bull 
drums and in the trade as publicity drums. 

 
A few years ago Purdue University, famous for its engineering school, but not 

so famous for its football, decided its squad needed inspiration. So Purdue's band 
marched on the field one day conveying the largest bass drum in the world. The 
instrument of percussion was forty-five inches across the wooden shell and seven 
feet three inches in diameter across the head. Each drum head represented the life 
endeavor of one of the largest bulls consigned to the Chicago stockyards. The 
drum manufacturer had waited a long time for the two big bulls to arrive. 

This giant granddaddy of drums rested on a three-wheeled carriage, hauled by 
two men. Another man beat it, here and there. The magic word "Purdue" was done 
on each head in large letters and Purdue colors. The first time it appeared at a 
Chicago-Purdue football game the Chicago student body almost mobbed it. After 
a heated exchange of telegrams, a rival manufacturer was commissioned to make 
a bigger drum for Chicago University - promptly. The Chicago stockyards were 
again ransacked for superbulls. The word flashed from pen to pen. Big bulls 
shrank visibly. But the two largest were finally identified, dispatched and skinned. 
The skins were shaved, scraped, seasoned and again scraped. So far as mere hides 
would go, those bulls were butchered to make a Chicago holiday. Presently the 
Chicago University band appeared with a drum with a head diameter of more than 
eight feet. 

Other institutions of high learning are searching the world for super-superbulls 
whose hides may be made into bass-drum heads. A good deal has been said of late 
about the wild bull of the pampas. If the college chaps will take a tip from me they 
will look well to Argentina. Some of the biggest bulls in the world roam its plains. 
I know, for I have seen them. 

 
THE MASTER OF THE TRAPS 

 
Though the bass drummer possesses weight and authority, the trap drummer is 

the real class in musical America. Jazz has enthroned him. The trap drummer, be 
it known, is both a snare and bass drummer and a player of parts - all the 
percussion parts of a syncopated world. He is the acme of imitation and a versatile 
personality in the field of beats and after-beats. He is, among others, Jimmy Lent, 
Jimmy pounds a bass drum with one foot, strokes a snare drum with both hands, 



and between times produces all the effects known to trap drumming, which are 
many. 

It was during one of Jimmy's eight years in the orchestra pit of the New York 
Hippodrome that Sousa came forward with his wartime march, the Volunteers, 
depicting a scene in a busy shipyard. Sousa asked for a reverting effect. Jimmy 
obliged. He attached a piece of iron to the wheel of an electric motor, fixed 
another piece of iron so the first would hit it, and turned on the current. He named 
it Trap Number 76. Later he substituted a soft seat cushion, for the second piece of 
iron, proceeded to "putt" like a motorboat and called it Trap Number 77. His 
seventy-five other traps included a cloth ripper, laugh machine, wind machine and 
cricket. 

One wanders far when he enters the field of drummers' traps. Jimmy Lent, in 
his role of star trap drummer must have the flexibility of a contortionist and 
exceptionally agile hands and feet to catch the cues that opera, musical comedy, 
vaudeville or dance playing demand of him. In professional parlance, he is the act 
saver. But even Jimmy does not pretend to perform upon all the traps produced 
during past ages of invention. There is a limit to the best trap drummer's 
versatility. The world is filled, for example, with a weird variety of harmonicas. 

We commonly think of the harmonica as a mouth organ. Mouth-organ 
contests have been held in Central Park, New York, with thousands of fans in rapt 
attendance. The mouth organ is peculiarly the musical instrument of the people. 
Boys take to mouth organs as they take to marbles. And as with the drums, many 
of the boys never grow up when it comes to harmonicas. 

The common harmonica of commerce is not the true harmonica. Neither is the 
Chinese cheng, consisting of seventeen bamboo pipes in each of which is a little 
metal tongue, vibrated by the performer's breath. This device has a hollow gourd 
for a sounding board and was in use before the dawn of history. Musicians 
addicted to this Chinese mouth organ were said to die before reaching the age of 
forty. Some of them probably died at an earlier age when Emperor Shi Hwant-Ti, 
in 240 B. C., decreed the destruction of all musical instruments because devotion 
to music made his people neglect agriculture, divination and medicine, the three 
bases of national prosperity. But the cheng - like many other Chinese musical 
instruments which are with us in various forms - was revived in subsequent eras. 

The true harmonica is an instrument consisting of rotating glasses which are 
touched by dampened fingers. One Benjamin Franklin, of Philadelphia, was our 
first great sponsor for it. Franklin was something of a song writer. But as a leader 
in musical matters of his time. Franklin also wrote on musical theory and 
harmony, played on several instruments and invented the glassy chord, or, as they 
had it in those day, the harmonica. This name implies no studied dropping of the 
"h," no aping of the cockney English. 

Franklin borrowed the name from the Italian, and in describing his great 
improvement on the musical glasses, which flourished even then, he said, "This 
instrument is played upon by sitting before the middle of a set of glasses as before 
the keys of a harpsichord, turning them with the foot and wetting them now and 
then with a sponge and clean water." He played it himself too. 



It is only a decade or so ago that the musical glasses ceased to vibrate on our 
vaudeville stage, but some especially ambitious jazz orchestra drummer is likely 
to bring them out again almost any day. They never appear to get enough variety 
out of professional life, do these trap drummers. 

Hence the manufacturers are forever exercising their ingenuity. New traps are 
made overnight, new effects are announced, and the trap drummers buy them. 

A young nephew of mine with the call of the wild trap drummers in his pink 
ears came into money last winter. Prior to inheriting wealth this boy - Hector, by 
name - had been devoted to the classics and archaeology. Moreover, he was a shy 
young thing exceptionally different. He possessed a #100 set of drums and traps 
upon which he created an occasional uproar in private. But no sooner did his 
fingers clutch his legacy than he became the percussion department of the 
Hokeville Jazz Band. Whereupon he discarded his existing time-beating stock and 
ran amuck among the music stores. 

 
THE JAZZ HOUND GOES SHOPPING 

 
As a prelude to his appearance in the professional field of reeds and rhythm, 

he made the following investments: Bass drum, $75; orchestra snare drum, 
$27.50; street-model snare drum, $20; foot pedal, spurs and cymbal holder thirty 
parts in all, $9; Chinese crash cymbals, $5; drum stand, $2.50; eight-inch triangle, 
$1.20. Total for the first debauch, $140.20 

That was one day's shopping for my young Jazz Hound Lochinvar riding into 
the Wild West of modern music. On the morrow he started early and brought 
home this booty; Jazz brush and gourd, $2; castanets, $2.50; sleigh bells, $3.50; 
extra calf head, $2.50; one set of cowbells, $5  - a bargain; one wood block, $2; 
clog mallets, $1.25; tomaphone, $22.50; jazz sticks, .75; foot control snare 
muffler, $4; Chinese tom-tom, $7.50; Chinese musette, $1.50; tambourine, $.50; 
anvil imitation, $5; improved slapstick, $1.25; railroad-train imitation, $3.50; 
rattle and clamp, $2.50; special pedal part to replace one broken, $1.65; horse's 
foggs, $2; cow-bell, $1.25; duck quack, $2.50; crow call, $1.25. This miscellany, 
mostly mystifying to me, brought his total expenditure for instruments of 
percussion to $220.60. 

I called for an itemized statement, from which I derived the information here 
recorded; then I called a halt. 

"You're not a millionaire - only possessor of $286,000," I reminded him. 
"How much do you earn a night with your Hokeville Jazzers?" 

"Four dollars," the young hopeful replied; "but as soon as I get a better outfit 
I'll get a raise." 

"The neighbors tell me you are raising Cain right now," I suggested. 
But he had hustled his plunder into his study and was engrossed in setting up 

the machinery. As his guardian, I had taken him under my wing and I was 
worried, justifiably so. 

Within a month he began to be moody. So did I. We were affected by different 
causes. He was not getting noise enough. I was getting too much. Then one night 



he reported jubilantly with "a complete set of sanitary imitations," including a 
dunghill rooster, a shanghai rooster, a bantam rooster, hen cackle, peacock, jay 
bird, baby cry and Bob White - all of which had been purchased for the 
insignificant sum of $6.50. He showed me how they worked. Then he undid 
another package and produced some stellar imitations. Among them was a tunable 
cuckoo, price $4; a two-tone locomotive, $5; a three-tone tuning slide, $6; and a 
one-tone steamboat, $5. He proceeded to demonstrate on each of them. 

I went down to the club, seeking sympathy. Half the fathers in the smoking 
circle were going through the same experience. I found one comfort. I was the 
only guardian uncle so afflicted. My wife found small consolation in that. 

"Why don't you resign your guardianship," she suggested, "or send the boy to 
an asylum?" 

 
THE PRINCE'S WICKED DRUMSTICK 

 
Hector, my nephew, remained enthralled by new and excessively outrageous 

noises for nearly a week. I once asked him how he was getting along in school. He 
replied that he had been made solo trappist of the high-school orchestra. That 
disposed of me for a while, until Hector came home with the results of a bargain 
sale, to wit: a cyclone whistle, for $1.25; water-carrying whistle, $2; metal 
cuckoo, $1.50; Frisco song whistle, $2; bass drum electric heater, $5; snare drum 
electric heater, also $5; four kinds of bass drumsticks, $8; drum rain cover, $5; 
wire cymbal beater, $1; bass drum carrying strap, $1.50; cymbal holder, $1.50; 
drum case, $5; and trap tress, $16. 

As hector had by this time spent more than $300 for his rare collection, I 
thought he would be content. But Bud Blivens, drummer with the Jazz-All-Night 
Syncopators, blossomed out with a flock of new contraptions. Bud and Hector 
were rivals. Hector announced that he would not be downed by the thumping Bud. 
So Hector promptly became possessed of a truckload of paraphernalia, as follows: 

One pair of kettledrums, with trunk, $300; one xylophone, with trunk, $175; 
one marimba, with trunk, $270; one large cathedral chime, with trunk, $275; one 
set of orchestra bells, $45; one harpophone, $85. There were several smaller 
pieces which Hector endeavored, ineffectively, to identify for me. 

I didn't pause to become familiar with the uses of each, for I was busy putting 
my foot down on Hector's purse strings. We have since indulged in more or less 
acrimonious debate, but I have refused to let him go further, even though he has 
proved to me that there are 200 other items, each of which is essential to his 
happiness and his artistic success. The two most important of these, in his eyes, 
are a horse's neigh and a nose blow. 

Royalty has long had a weakness for drumming. Our nearest approach to a 
royal drummer is young Roger Wolfe Kahn, who, though heralded as one playing 
a wicked saxophone and plucking a mean banjo, became a member of the New 
York Musicians' Union as a snare drummer. But we have recently entertained a 
real royal drummer in the Prince of Wales. The future King of England goes in for 



all sorts of moral amusements. It is not strange, therefore, that in this heyday of 
instruments of percussion he should develop skill as a trap drummer. 

During his service in the English Navy his royal highness was the drummer in 
many a band concert aboard ship. He became adept in military drumming and 
learned to read and play standard selections with the best of English and American 
drummers. 

He is, in fact, of the American school, because Jimmy Lent gave young Wales 
his start in life, musically. 

In 1903 Jimmy was trap drumming with William's and Walker, the Negro 
comedians, at the Shaftesbury Theatre, London, when the company gave a request 
performance on the lawn of Buckingham Palace. King Edward VII enjoyed the 
singing and dancing of the Americans, but he also enjoyed Jimmy's antics in the 
percussion department of the Williams and Walker orchestra. So did two small 
boys in Eton jackets - the present Prince of Wales and his younger brother, Albert. 
They hung over Jimmy's shoulder, demanding a private exhibition of the 
drummer's skill. Jimmy obliged. They pleaded opportunity to use the sticks. 
Jimmy again obliged. The Prince of Wales then and there had his first lesson in 
drumming. 

The lesson did not last long. Wales was instructed in the holding of the sticks - 
the right stick held by all four fingers and resting on the thumb and the left stick 
held between the thumb and the second and third fingers. He was even taught a bit 
of the mama-dada roll, with which all orthodox drum lessons begin. But about 
that time Jimmy found that youthful royalty was interfering with the Williams and 
Walker performance, so he shooed the princes away and went on with his 
professional work. He had been hired to drum for the American Negro comedians 
and not for the younger members of the House of Windsor. 

But on that day and date Wales resolved to become a drummer. During the 
current year his education has been completed under the guidance of another 
American drummer, William Speedy. Wales has an excellent collection of drums 
and traps. Some of them were made in America. Wales can, says Speedy, hold a 
job with almost any jazz orchestra. So much for internationalism in drumming. 

Even if a novice has a genius for traps, it is not so easy to become a skillful 
snare drummer, although it is easy enough to determine whether one has a genius 
for snare drumming. For $7.50 one may purchase a pair of snare drumsticks, a 
small rubber pad and an instruction book; then in the quiet of one's room or roof 
may experiment with what is known as the rudiments of drumming. If he masters 
the following strokes he may become a drummer. 

 
OH, SAY, CAN YOU DO THE FLAMACUE? 

 
Mama-dada, seven-stroke, five-stroke, open drag, close drag, crushed ruff, 

four-stroke ruff, open flam, close flam, flam and stroke, flam and feint, feint and 
flam, single paradiddle, flam paradiddle, stroke paradiddle, drag paradiddle, 
stroke-and-drag paradiddle, stroke-flam-and -drag paradiddle, flam accent, flam 
tap, flam stroke, double drag, flamacue. 



Of course there are a few supplementary beats or strokes, such as the single 
ratamacue, double ratamacue, triple ratamacue, side flamadiddle, full drag, top 
ruff and compound strokes Number I and Number II. Then there is army duty, 
now largely taken over by the buglers, but including the general, assembly, colors, 
recall of detachment, drummers' call, adjutant's call, sergeant's call, corporal's call, 
cease firing, guard mount. Drill call, police call, water call, wood call, reveille, 
fatigue, breakfast, surgeon's call, retreat, tattoo, taps and so on; 

In the olden days the army drummer was a person of considerable importance. 
Such a one was Major Daniel Simpson, for seventy-six years drummer of the 
Ancient and honorable Artillery Company of Boston, still the hub of the 
drumming world. He carried a deep steel-shell army side drum in the War of 
1912, the Mexican War and the Civil War. When he died at a ripe old age he had 
sixteen service strips on his sleeves - one for each five years of service - and 
$60,000 in the bank. In his first battle, as drummer for the New England Guard, 
Simpson marched to Marblehead, in which city now hangs Willard's painting of 
The Spirit of '76. 

Juba Clark, born in New York City in 1787, was another old-time drummer. 
He was with General Scott in the Battle of Lundy's Lane, was buried at Newport, 
Kentucky, with full military honors in 1875, and left, among other pupils, William 
H. DeVere, who drummed in and out of the Army for forty years; and at the age of 
sixty-six insists that if a good band and a drum corps go down the street, the 
crowd follows the drum corps and shakes the band. This is the declaration of the 
many members of the New York, New Jersey, Massachusetts and Connecticut 
State Drum Corps Associations, which thrive and hold annual tournaments filled 
with excitement - and of Joe Cakebread of New York. 

The prevalence of jazz and the revival of interest in old and young drum corps 
have brought many drummers into prominence. Mr. O. Rich is doing well with his 
drumming in Iowa and Nebraska. The pep of Cleotus Clobes has made him 
prosperous in Bloomington, Illinois, and vicinity. John Goll, of Indianapolis, has a 
dog named Bounce. Bounce runs away from home, but is afraid of thunder. When 
the return of Bounce is desired his master takes his drum into the backyard and 
sounds the long roll and Bounce comes home with his tail between his legs. 

The kettle drummer is the real aristocrat of the percussion department. His 
drums, so aptly named, are calfskin-headed brass or bronze kettles. They have 
come down to us from the Saracens, although they were used in Biblical times. 

They appear picturesquely with Egyptian camel crops or the horse Guards in 
London, are tuned and played in distinct keys and are necessary to the correct 
interpretation of classical music. They are known technically as tympani. 
More than any other percussionist, the kettle drummer has to learn to count time. 
If he is assisting in Meyereer's The Prophet, Auber's Fra Diavolo or Wagner's 
Reinzi, he may have to count 100 measures or more before he hits one of his 
drumheads with his felt-covered hand-held hammers. But if he does his bit in the 
wrong place he will be asked to seek another job. It is no pursuit for an absent-
minded man.......(Sic. The remaining paragraphs speak of the reeds.) 

 



APPENDIX XII 
 

In the Feb. 7th, 1925 issue of Living Age we find an article "The 

Triumph of the Jungle" we read about a story about the coining of the word 
Jazz; the rhythms of exotic people; the use of European rhythm and the author 
visualizes the jazz drummer being in an African situation: 

 
"Suppose we try to gather together what is known about the origin of the 

jazz band. If we may trust a mere story, the word 'Jazz' came from a band in a 
waterfront in Philadelphia, which used to have a Negro named Jack Washington 
playing the drums. This Negro had developed a rhythm so fierce that the band, as 
a joke, used to stop playing entirely and let Jack rage on the drums alone. When 
the time came for Jack to play his percussion solos, the sailors would cry in 
delight, 'Jack! Jack!' - and from this cry of theirs the odd name 'jazz' is derived. 
But what the Negro played had an inspired frenzy in it - had, as the French would 
say, le feu sacre, a fire that soon blazed up and swept across the whole world. The 
sailors in that water-front resort thought they were watching something quite 
unique, a kind of acrobatics, and many of Jack's imitators in the years that 
followed have produced laughter and amazement on all sides..... 

In the moving pictures, a principal character often remains while 
everything fades away about him. let us, in the same way, allow the picture of that 
harbor resort in Philadelphia, where Jack  Washington used to dance and play his 
drum solos, fade out of our imaginations, and when the picture forms again, we 
shall see him once more in his native village, dancing the religious dances of his 
people. I say 'religious dances' because all the primitive dances of exotic peoples 
are primarily incantations and magic rites, primitive peoples being, as a rule, 
extremely pious. We see our friend Jack swinging the dance rattle, while the 
women play in an orchestra that consists mainly of drums, tom-toms, hollow 
bamboo, sticks of wood, and other things of the sort. Now we begin to remember 
what an enormous part rhythm plays among primitive peoples. In many villages 
every man has a special rhythm of his own, with which his friends can call him or 
greet him. If important tidings must be communicated in haste, they are spread 
from village to village strokes on a gigantic wooden drum, - the so-called drum 
language, - and the rhythms necessary for all this are by no means simple..... 

Neither must we forget that the rhythms of exotic people have one 
fundamental difference from our own All the more interesting to note, then, that 
to-day, when these exotic rhythms have forced their way into our modern dances 
and dance orchestras, it is upon them that musicians depend to determine the 
suitability of pieces for the jazz-band. We Europeans, whose music is derived 
almost exclusively from song and choral, speak, for example, of a whole or a half 
note, and so come to take a very long note as our unit. Observe that all notes 
played faster than this unit - the so-called half, quarter, and eighth notes - appear 
to us as breaks and divisions of this unit. Quite otherwise with the exotic peoples. 
They think of a long not of the sort we term a whole note as the result of adding 
together many shorter notes. Their rhythmic unit is something like our eighth note, 



and so they find in our long notes nothing restful, but rather a heaping-up of 
unrest. While one of their musicians is playing a whole note, he is feeling within 
him the sum of a series of eighth notes. This attitude toward rhythm explains why 
so many of our good and cultivated musicians find absolutely nothing in a jazz-
band, and also why almost all classically educated composers are unable to write 
genuine jazz. Irving Berlin, one of the most famous composers in America, who 
has recently established an immense music-publishing house, can neither read nor 
play notes. 

But modern jazz is no longer merely a matter of rhythm. The saxophone is 
almost more characteristic of the modern jazz-band than the drum, itself. These 
two contrasting elements clash with each other. One might almost speak of a 
mingling in the hearers' mind, of exotic rhythm and of European melody. In the 
beginning the jazz-band was the creature of the drums. Not only did it employ 
drums, kettledrums, wood drums, triangles, cymbals, and even cowbells and 
motor-horns, but even such instruments as the bass and the piano were used 
primarily as instruments to create a rhythm through which the violin, the only 
instrument left to carry the melody, had an extraordinarily hard time making itself 
heard. In order to help it out, the members of the band made a practice, in the 
earlier days, of singing the more important parts of the melody, usually the refrain, 
until one day somebody had the idea of supporting the violin with a tuba, later 
with a trombone, and finally with a cornet. But even these stood then, and still 
stand, in the shadow of the drums and noisy instruments." 

 

APPENDIX XIII 
 

The prominent composer Percy Grainger writes in the July 1st, 1926 issue 

of the Metronome in an article entitled "Never Has Popular Music Been as 

Classical as Jazz": 
 
"The same genius which Sax showed in regard to the wind instruments, 

developed in America with reference to the percussion instruments, like the 
Deagan xylophones and the marimbas, which I have required for the score of my 
symphonic poem "The Warriors." Instruments have been adopted from Africa, 
Asia and South America, and used in a fixed tone range, so that they can now be 
used in symphonic music also. Most of the ancestors of these new American 
instruments can be found in the great musical instruments collections-like the 
Ethnographic Museum at Leiden, Holland, or the Crosby-Brown Collection in 
New York. 

The jazz orchestra has shown us how the percussion instruments can 
heighten the clear alignment of the orchestral mass. The instruments of the 
conventional symphonic orchestra lack the sharp, decided tone quality of the bell 
xylophones and marimbas, which when well played seem to float above the mass 
of the orchestral tone colors like oil on the waters." 

 

APPENDIX XIV 



 
Jazz and especially the jazz drummer were very popular in European 

countries. In an article "The German Side of Jazz," written about jazz in 

Germany, Paul Bernhard in the Sept. 11th issue of Living Age writes that: 
 
"Cowbells, children's trumpets, and automobile horns were the fare that 

the returned warrior and his lady of the evening demanded. The noise specialist 
(Sic: drummer) unexpectedly cranked his klaxon and unleashed a continual 
clatter, or our ears were greeted with rhythmical hammer-beats from a single iron 
bar. The originators of such novelties were at once accorded special favors by the 
management. With the progressing tendency toward city life, when crowded 
conditions forced us to set up house-keeping in public buildings where the 
temperature was sometimes below freezing, or even when we were forced to sleep 
out of doors, we had to confine ourselves to the so-called spiritual weapons in 
order to make life bearable, and the jazz band became a stimulating influence. 
people were apt to insist that the bass drummer, during his realistic reproduction 
of pantry noises, should at least stand on his head now and then, and that the snare 
drummer, as a true artist, should throw his sticks in the air, hit his bass kettledrum 
with his foot and his triangle with his head or hip, and ring a bunch of cowbells, 
all within a hundredth of a second, while he still kept up a continual roll with his 
drumsticks. 

As the technique grew more complicated and the dictates of society more 
exigent, the jazz acrobats appeared in dress clothes. They abandoned their 
elementary din. Their repertory became quieter, and appropriate music was 
provided for refined people at a reasonable price........ 

Weighty and important is the development of the drum. It requires an 
especially experienced, even refined and tasteful, specialist. He is the man of 
surprises, the evoker of changes and jokes. No laws are set on his improvised 
fantasies. He represents the musical prima causa, sitting rhythm in hand, beyond 
the boundaries of noise and tone. He beats his instrument as if he were killing the 
grandfather of all his enemies. He is the god of thunder and storm. He summons 
the dead from their graves and leads their skeletons a clanking dance. He sets 
ghostlike birds swirling in the air with shrill cries and whistling flapping wings. 
He rings deep underground bells, and is a friend of blacksmiths, an old hand on 
the threshing floor, and knows the song of the motor. But he can also reproduce 
the twittering of tiny birds, the cooing of doves, and suddenly we see deep-green 
almond tress under the azure dome of heaven and listen to the lowing of herds. 
What is his musical equipment? The bass, drum, with its cymbal on top and 
Tyrolese cowbell beside it. Next to the drum, two differently pitched tambourines, 
like kettledrums without any bells. To the left a wooden, four-cornered tom-tom, 
or Indian drum, either flat or composed of two tubes bound together. To the right 
of these is a little chime. At his feet is a pedal with which he sets in motion a 
drumstick and a cymbal-beating apparatus. There is also a flat snare drum and a 
singing saw. All about him lay castanets, rattles, tone-swingers, and such things. 



As the ever-moving, magical figure of the bartender, all-knowing and 
sovereign, uncorks this bottle and that, shakes a drop here and a drop there, 
crushes, grates, squeezes, and mixes everything into the drink that he is preparing, 
so sits the stoically moving drummer among his acoustical ingredients and 
seasons the musical brew with kettledrum, thunder, creams, bells, rattles, cymbals, 
whistling, singing, clapping, drumming, beating, scratching, rumbling, scraping, 
and smashing. 

 

APPENDIX XV 

 

The Original Dixieland Jazz Band (ODJB) has a unique place in jazz 
history as being the first jazz band to record. Their style, especially the drummer, 
Ed. Sbarbaro, was new to so many people and the use of the drums was still being 
explored. Sbarbaro stated that he became intrigued by the manifold possibilities of 
the traps and instruments." (So often now called the "battery.") 

Their importance is pointed out in an article by E.C. May in the 1926 

Popular Mechanics magazine entitled "Where Jazz Comes From. He states in 
various sections of his article that: 

 
"The modern jazz orchestra has grown into a mighty force for the 

perpetuating of the reign of reed and rhythm....and the wealth of imitations to 
which the trick trap drummer is so much addicted......The jazz orchestra, 
augmented by...a terrifying assortment of marimbas, chimes, bells, xylophones 
and whatnots, are sound the dominant notes in American music. It is nothing for a 
boy still in high school to be bitten by the jazz orchestra bug, and to invest $400 in 
various bird calls, animal imitations and instruments of percussion, while the 
professionals go much father....One trap drummer of my acquaintance has more 
than $1,000 invested in his imitations and percussion instruments." 

 

Appendix XVI 
 

In the July issue of Chesterian (1927) we find an article entitled "Jazzing up 

the Symphony Orchestra." I quote the following from that article: 
"The most anachonic element of the modern orchestra is the percussion. Here 

the jazz bands have a great advantage in candidly using anything that might give 
an illusion of life. But the classic orchestra has dealt with theory and as a result 
has been burdened with instruments of doubtful value from the standpoint of both 
music and imagination. The kettle drums, aspiring to a fixed pitch, in reality have 
a strange talent for blurring and depreciating any musical timbre. There is 
something tinny and extremely vulgar in those rumblings masquerading as music 
but having neither the strength nor the individuality of a real bass drum or of a 
snare drum. The kettle drums are at their best when following a rhythmical or a 
melodic design, although the latter is scarcely possible, being against the nature of 
the instrument. A striking use of them occurs in the scherzo of Beethoven's Ninth 



where a sequence of exclamatory octaves is imitated by solo drums. But their 
occasional entrances provide very poor "thunder" which as a matter of fact bars 
greater resemblance to the throaty noises of a scared sheep because of their 
peculiar tessitura. They would be more interesting instruments if they had a 
permanent chromatic range of one octave, but that is too much to expect, and even 
then, the results would be of little more importance than the claquebois. The 
rankly thunderous utterances of the bass drum do not caricature, but support the 
relative colors in the orchestra. Some composers are already using a bass drum of 
large dimensions that lies horizontally and is treated exactly like a kettle drum, 
being struck with two sponge heads or drum sticks. It would be better to 
supplement this with a second bass drum struck upright with one sponge mallet 
only and exempt from rolls. The same differentiation should be observed with 
regard to the clashing and striking of the cymbals. These two effects are distinctly 
different and should be executed by two performers, allowing a simultaneous use 
of both. The horizontal cymbal should be Chinese, capable of the long sustained 
vibration especially expressive in pianissimo, and sensitive to any means of 
execution, sponge heads, drum sticks or the metal stick of the triangle. A perfect 
example of the trill on a horizontal cymbal is found in Prokofieff's "Scythian 
Suite." 

The Chinese have specialized in noise and one realizes what hybrid and trivial 
instruments of percussion we have when listening to a small Chinese drum with 
its soft, mysterious resonance rising to a forte like the howling of a pack of dogs, 
and again to a pair of cymbals which when struck produce an actual crescendo of 
vibration. The only Chinese instrument the orchestra possesses-the gong (tam-
tam) argues well for the congeniality of this sort of percussion to our music and its 
adaptability to our needs. 

What we want, in short, is more vibrant percussion, a refinement of noise 
which would be as interesting as our new color combinations intone. 

The percussion that has a musical foundation will help to bring out the 
enchanted archaic mysteries of the harp. Here is an instrument which besides its 
colour has a deep rhythmical significance. As in the dance orchestra, the banjos 
with piano stir the emotions by means of their incessant accents, so in the great 
orchestra, the quick successions of plucked sounds in arpeggio or glissando, evoke 
the very pulse itself of music. Even one harp could be of vastly increased effect in 
the modern orchestra if assisted by more subtle, significant and appropriate 
instruments of percussion, for stronger even is the power and persistence of 
rhythm than that of dynamics. There are loud noises that amuse or irritate, but 
there are whispers that chill the human heart. Our percussion should be carefully 
studied in relation to its psychological effect upon human nature and with regard 
to the associations different noises have for us. Although a horse may maintain 
perfect composure before the crack of a whip, a part and parcel of a horse trader's 
guile for generations is the fact that the animal will fall into frenzy at the sound of 
a Derby hat played upon the head in imitation of the hollow noise of galloping 
hoofs far away. 



From all the musicians of the past and present there was one genius who not 
only understood the psychology of sound, but who refused to accept the 
limitations imposed upon the orchestra by material considerations and who 
imagined gigantic sound combinations involving hundreds of players and hug 
choral bodies. 

It is the spirit of Berlioz that is needed to-day to bring about the revitalization 
of that antiquated instrument, the symphony orchestra of today, and to make it 
expressive of life and of humanity as jazz is expressive of the American vivacity 
and caprice 

 

APPENDIX XVII 

 

In a length article in the Musical Quarterly of Oct., 1929 P.F. 
Laubenstein mentions the percussion of the jazz band and the role and importance 
of the rhythm of jazz especially the prominence of the jazz drums in an article 

entitled : Jazz: Debit and Credit: 
 
"Because of the importance it (jazz) attaches to rhythm, jazz has brought 

the percussion instruments into the limelight and has produced expert percussion 
players of unusual dexterity. At least one school of percussion instruments has 
been established. A tympanist who knows how to temper his volume to the first 
violins is an invaluable asset to any symphony orchestra. The ensemble of many a 
permanent jazz band is well-nigh perfect. Good jazz players must acquire an 
adaptability and a responsiveness that will enable them to cope with any situation 
on short notice, and this individually or collectively. " 



XVII 

 

APPENDIX XIX 

(Drums Parts from Early Written Jazz) 

 
In the brass band and the theatre orchestra, the percussionist 

did read music. Granted that most marching drummers did not 

carry music when marching, there was rehearsal time to memorize 

their parts. These drummers were well schooled in the rudiments 

of snare drumming. One of the great early sane drummers in both 

marching bands and in dance/theatre bands was Louis Cottrell, Sr. 

Cottrell taught rudimentary drumming and played with John 

Robichaux's Theatre Band at the Lyric Theatre. 

In the Tulane Jazz Archives collection of Robichaux's 

orchestral materials is a piece called "A Rag-Time Drummer" with 

a stamp bearing the name of Louis Cottrell dated July 17, 1907. 

Since this is the only piece of music with Cottrell's name on it in 

Robichaux's collection, it is likely that it was a favorite piece of the 

two musicians. Because of Cottrell's training and reputation, it is 

probable that Cottrell's playing closely followed the sheet music. 

Cottrell was one of the first to use the trap set-up for drummers. In 

this piece, labeled "March & Cake Walk," many of the rudiments 

of snare drumming are used, including various measurements of 

rolls. The five-stroke roll in the trio is of particular interest 

because it gives the feeling of what one would hear in the trio of a 

Sousa march. (We know that during this era - early 20th century - 

people danced to marches.) There are no cymbal notations, only 

bass and snare drum parts. The fact that the song refers to ragtime 

but is played as a march and cake walk indicates that these 

musical styles were closely related during this period. Early 

ragtime (which subsequently became early jazz) had drum parts 

which were identical to the drum parts in marches. 

 

Index of song parts 

 

A Rag-Time Drummer 

Moonlight Rag 

Montezuma Land (one-step) 

Underneath the cotton Moon (two-step) 

Minnie Shimme For Me (Fox-trot) 

My Hawaiian sunshine (one-step) 

Pick of the Family (Fox-trot) 

Comus Waltz 



 



 



 



 



 


