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Historic Jazz Programs of the
Musica Jazz Antiqua and the
Lake Arrowhead Early Jazz Band
(Dr. Karl Koenig-Conductor/Founder)
All arrangements can be secured at <basinstreet.com>
1 - Songs of the Old Millenium - (2)
2 - American Sheet Music - A Study of the Social and
Cultural Mores of America in Popular Music. (7)
3 - The Rag: Its Evolution and its History - A Musical
History. (15)
4 - The March, to the Cakewalk, to Ragtime, to The Fox
Trot. (21)
5 - Types of Negro Music Leading to Jazz Evolution.
(27)
6 - Music of New Orleans Composers. (32)
7 - The Minstrel Show (37)
8 - Music by Early Jazz Bands. (44)
9 - The History and Origins of Early Dance Music and
Jazz in Sound. (55)
10 - The Evolution of the Blues. (60)
11 - Halloween in Jazz. (66)
12 - The Saxophone in Early Jazz. (70)
13 - Dance Evolution in America. (79)
14 - The Latin Influence in Early Jazz (85)
15 - Famous Early Jazz Composer/Musicians (92)
16 - The Music of Clarence Williams (96)
17 - Bands and the March In Early Jazz (105)
18 - The Music of Arthur Pryor (113)
19 - A Sousa Program of Cakewalks, Rags, & Popular Music (117)
20 - The History and Evolution of the Cakewalk (123)
21 - The Cakewalk - C. D. by the Lake Arrowhead
Early Jazz Band - “Stomp Off Records” (131)
22- Music Named After States and Cities - (138)
23 - Musical Oddities - (The Dr. K Jazz Trio) (140)
The Story of American Popular Music and its great composers.

History of Jazz through It’s Music
Much has been written about Jazz’s origin and its creative
performers but little about the music that fostered jazz. In this book we will
examine the music that influenced jazz; the dance music that was present
when Jazz was evolving. It must be remembered that the origins and
influence of jazz music was through the dance music in the era that Jazz
was evolving. From the popular music of the era and the dance music,
music that was played by the early dance bands that evolved into the Jazz
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bands we have read about. Jazz was propagated by the early band
orchestrations that appeared in print allowing dance bands throughout the
country to play jazz style music.
Various musical programs are given in the various styles of dance
music of the early era of Jazz. From the Minstrel music to early Negro style
music; From the early minstrel and cakewalks/rags of Paull, Sousa,
Fillmore and others we will find the elements of Jazz evolving into what we
know today as Jazz.
Each orchestration examined will be a step to Jazz’s evolution into
the Jazz Age. A description of each arrangement is presented in a short
paragraph. All the arrangements used are available through Basin Street
Press and can be seen on the web site www.basinstreet.com. They have
been presented in concert by the “Lake Arrowhead Early Jazz Band.” Also
on the web site are a list of books on the early history of jazz.
It is my belief that college Jazz programs should include in their
curriculum these arrangements and form a ‘society dance band’ to play
them. They are an important part of the history of Jazz and students should
be exposed to them in their studies and performance of Jazz styles.
Beginning with a program of “Songs of The Millenium (popular
dance music at the turn of the 20th century); Minstrel Music (with songs by
J. P. Sousa, Fillmore and Pryor); The evolution of the saxophone in early
jazz music; and many other programs that show the evolution of early Jazz
music.

Program Notes
Songs of the Old
Millenium
1899-1900
PROGRAM
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1899
1900
1 -Dawn of the New Century
11 - El Paso Waltz
2 - Cotton Pickers Rag & Cakewalk 12 - Dusky Dudes
3 - Coon Band Contest
13 - Creole Belles
4 - Bos’n Rag
14 - Bill Bailey
5- Hello My Baby
6 -A Warm Reception
7 - Koonville Koonlets
8 - New Era March
9 - Original Jigs & Reels
10- Southern Hospitality
American Popular Music
At The Turn of the 20th Century
As we have entered the 21st century it is interesting to look back and examine
the music that was popular in America in 1899-1900. America was becoming a
world power and began to lead the world into the 20th century. There was no radio,
no T.V. and no records. The amusements were simple: dancing, listening to live
band concerts, and playing music for a gathering in the family parlor. What did this
music sound like? Let us go back a 100 years and hear the popular music of the day.
Popular in those bygone days were Negro cakewalks, marches, waltzes, schottisches,
two-steps and popular songs that remind us of the music we would hear on the
Boardwalk of Atlantic City. While many songs written before 1899 were still played
I will present songs written in 1899 and 1900 which are examples of the ‘hit’
popular music of this era.

Dawn of the Century – 1900 – E. T. Paull
The “Dawn” was written to celebration the new millennium. Paull wrote,
arranged, and published some 210 compositions. His sheet music covers were the
most artistic of all popular music. Published in color each cover contained a
lithograph scene depicted the subject of the song. He wrote in various styles of the
time, which included cakewalks and marches. Other well known songs include:
“The Chariot Race,” “Charge of the Light Brigade,” “The Burning of Rome.”
“Dawn of the New Century" is labeled a march and two step.

Cotton Pickers Rag & Cakewalk - 1899 - William Braun
In the year 1899 the Negro Cakewalk was one of the most popular styled
songs to become popular in America. The cakewalk was the direct ancestor of
ragtime, using a characteristic rhythm it served as music for the emerging
popularity of Negro type music that rapidly was to become what became known as
the ragtime era of America popular music. The ‘society’ or string orchestra was the
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dance band of this era (which our band represents in instrumentation). “Cotton
Pickers” is a prime example of the cakewalk genre and is a charming piece of music.

Coon Band Contest - 1899 - Arthur Pryor
Arthur Pryor, the trombonist/arranger for the Sousa Band composed this
cakewalk in 1899. The military band was the most popular idiom during the turn of
the 20th century. The music illustrates the link between brass band music and the
Negro style music. It uses the cakewalk rhythm and also the use of syncopation.
There is also a very characteristic trombone performance with the use of the
glissando.

Bos’n Rag - 1899 - Fred Stone
Possibly one of the first true classic rags, it was published in 1899, around the
same time as the “Maple Leaf Rag” of Scott Joplin. It uses syncopation, a trait of
classic rags incorporated later in 1906. It also shows the progress made in the
evolutionary process to the later rags.
The composer, Fred Stone, monopolized the Detroit music scene to almost
complete exclusion of white bands up until the 1920’s.

Hello My Baby - 1899 - Arranged by F. Beyer
No less than Johannes Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a club in Paris. He remarked
how he really loved the rhythmic structure. Unfortunately, Brahms died before he
was able to use the rhythm in the body of a complete composition. Ragtime was the
first type music to use syncopation throughout the complete composition. While
most will recognize the melody of the last section, it begins with sections not
familiar. It is considered ragtime and became one of the ‘hits’ of the turn of the
century.

A Warm Reception - 1899 - B. Anthony
Described as a ‘characteristic march, two-step and cakewalk’ there are
descriptions on the cover that we should mention. At the top we find ‘a prominent
number on Sousa’s programs.’ There is a paragraph describing the writing of the
piece:
“The members of the “Lucky Seben Social Club” had made gorgeous
preparations for an entertainment to be given in honor of a prominent member
(Prof. Adolphus Duskee), just returning from a trip abroad. A burst of music
greeted him upon being ushered into the hall, which was profusely decorated with
flowers and palms, and ablaze with colored lights. Observing the evident delight
with which the members of the Club received him, he remarked: “Well, this is
cert’ny A WARM RECEPTION.”

Koonville Koonlets - 1899 - A. J. Weidt
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As in many compositions of the era this piece is listed as “A characteristic
cakewalk and two-step march. This shows that a piece could be used in various
styles and the dancers would do the dance step that suited them. It uses the
cakewalk rhythm and is written in the musical form of a march, the form that was
used in early ragtime. Very popular in its time, it is one of the most melodic of the
early cakewalks published. There seems to be more cakewalks published in the year
1899 than any other year.

Original Jigs and Reels - 1899 - D. S. Godfrey
One of the most popular dances in early America was the many jigs and reels
(notably the Virginia Reel). Associated with early Negro dances the jig represents
the basic dances from which all other social types have derived. I mention this
matter for prior to the renaissance of popular dancing in the 15th century; jigs were,
in fact, the universal dance of Europe. The relative dance s coming from the jig
produced the minuet, the quadrille, the waltz, the polka and the schottische, to
mention just a few.
There are 8 jigs and reels presented in this composition, either in 2/4 meter
or 6/8 meter. In number two, three and five we find use of the cakewalk rhythm.
The music is challenging, the performers were mostly gifted musicians and one can
hear the technique necessary to perform this collection.

Southern Hospitality - 1899 - Arthur Pryor
Marked a ‘ragtime cakewalk’, we again find the name of Sousa’s band on the
cover. The introduction has an interesting use of the cakewalk rhythm in unison. It
is marked “Marcia Moderato,” again linking the cakewalk music to the March and
brass band music. Using both the cakewalk rhythm and syncopation, this piece is a
direct link between the cakewalk and the rag.

El Paso Waltzes - 1900 - Bert Anthony
Interestingly, the composer of these beautiful waltzes also wrote “A Warm
Reception, the cakewalk heard earlier in the program. It is a collection of three
waltzes. In history we know that the waltz was, at first, considered a risqué dance as
it required each couple to dance face to face with arms wrapped ‘immodestly’
around one another, now the accepted ballroom position. The waltz was one of the
most popular social dances and from its beginnings around the end of the 17th
century it remained popular well into the 20th century.

Dusky Dudes - 1899 - J. Schwartz
During the year 1899, cakewalks were one of the most popular styles of
American popular music. Within the song there is multiple use of the cakewalk
rhythm. Written in a quasi march form it is an excellent example of a cakewalk at
the turn of the century. The cakewalk brought to the foreground of American
popular music this style of Negro music and rhythm. The cakewalk is a direct
ancestor of the music called ragtime.
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The Cake Winner - 1900 - Robert Cone
The “Cake winner’ is a march written in 1900 by Robert Cone. It is in March
form. Sousa’s marches are in this March form as they appear in print. It was used
both as a street march and to dance the two-step in the dance hall. The military
band was used for dancing music during this era and many times within the band,
when a smaller ensemble was used there would be a ensemble using instruments not
usually marched with, i.e. the violin, string bass and the new emerging trap set of
drums.

Creole Belles - 1900 - J. P. Lampe
Creole Belles is described as a ‘March or two-step. In reality it uses the
cakewalk rhythm. The second section is ‘march-like’ with counterpoint and
syncopation. The third section stresses the Scotch snap, often appearing in early
plantation music. If one hears only the first section one would say it is a cakewalk, if
hearing the second section one would say it is a march.

Bill Bailey, Won’t You Please Come Home - 1900 - Hugie Cannon.
Is there anyone who does not recognize this song? It is still being played by
the many existing Dixieland Jazz Bands and is considered a standard in the
repertoire of most dance band musicians. It has been recorded numerous times with
many famous vocalists singing it. Much of the music of the turn of the century are
not remembered or recognized but are important in the evolution of popular and
jazz music in the world. One may not be as familiar of the verse of the song but it is
played in its original publication of 1900 and is fitting to end our program of music
of the turn of the 20th century.
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Featuring:
(Dr. Karl Koenig-Conductor/Founder)
Sheet Music, Tin Pan Alley & the Social &
Cultural Mores in American Popular Music
By the early 19th century sheet music publishing was well established. The
period after the Civil War saw an increase in the activities of the music publishing
business. The modern process in printing enabled printing companies to publish
large numbers of music for mass consumption. This could be called the age of parlor
music. In the latter 19th century the music business was centered around the
Manhattan area of New York known and known as ‘Tin Pan Alley.” The “Alley”
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survived until the emergence of the record industry. It is said to have “died” on
April 10th, 1954 with the release of Bill Haley’s recording of “Rock Around The
Clock.”
It is difficult dating some of the early sheet music prior to the enactment of
the copyright law of 1871. Many of the early pieces of music were printed on rag
rather than pulpwood, making their preservation better.
Before Tin Pan Alley, composing popular music was more of an individual
effort or inspiration. The “Alley” changed this by hiring composers to compose and
write on demand. Thus the “tunes-smith” was born, writing for specific performers
or writing a musical style that was currently selling. Irving Berlin was an example of
this, writing a song because a previous song style was selling. Tin Pan Alley also
understood that a song’s cover, with either the picture of a performer or an artistic
illustration, would help sell piece of sheet music. The cover became a significant
element to help sell sheet music.
From the art on the cover of the popular sheet music of the era we can learn
many musical and social lessons. It was not only the words that were often a slur
and social comment on racial conditions but also the many grotesque pictures and
caricatures on the covers. We notice a gradual change in the way the Negro, the
Native America Indian, and jazz musicians are depicted on sheet music covers. The
covers can be used as an example of the change of attitude of society toward race,
religion and social positions, which were depicted, on their publications. Our
purpose in showing these covers (and playing the music) is to show that it is the
music that is important and worthy of recognition and performance. We can use the
covers as a barometer of our social advancement, for it is in the arts that we can
observe our society and its mores, morals and prejudices. Our arts are the final
judge of our society and it is the arts that will remain through time.
The Negro slave is depicted in a number of early sheet music covers; from the
minstrel shows, the campmeetings and gathering of slaves. From the covers we can
gradually observe a more human depiction of the Negro race.
The Native American Indian is treated with more grace and beauty, with
some of the covers actually works of art. (The record industry would later emulate
this cover concept with very artistic jackets for their records.)
The history of jazz can be seen in some covers picturing jazz bands: “The
Chicken Walk,” written by the first jazz musicians to migrate to Chicago (The Tom
Brown Jazz Band); the “Livery Stable Blues,” by the group that recorded the first
jazz record (The Original Dixieland Jazz Band).
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ODJB

Tom Brown

Two pictures: ODJB & Tom Brown
The growth of vaudeville (with the background and help of the minstrel
show) was an important factor in the growth of Tin Pan Alley’s legacy. By the time
Elvis Presley recorded “Heartbreak Hotel” in 1956, the era of Tin Pan Alley was
over. From the late 1950’s each week’s ‘Top Ten’ would be entirely composed of
rock and roll numbers which had no great sheet music sales. Popular music became
the domain of the teen-age record buyer who supported the performance more than
the written music.
PROGRAM
1 - 1860 - Sally Come Up
2 - 1898 - Uncle Jasper’s Jubilee
3 - 1899 - Smoky Mokes
4 - 1899 - Coon Band Contest
5 - 1899 - Hello My Baby
6 - 1900 - Creole Belle

9 - 1910 - Grizzly Bear
10- 1911 - Red Wing
11- Alexander’s Ragtime
Band
12- 1912 - Memphis Blues
13- 1913 - Jogo Blues
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7 - 1901 - Hiawatha
8 - 1902 - Peaceful Henry

14 - 1918 - I’m Sorry I
Made You Cry
15- 1915 - Broadway Blues

All the songs given have pictures so rap around text is needed.
SALLY COME UP - 1860 - Dan Emmett
The Minstrel show was a popular form of popular entertainment after the
Civil War. Both Black and White performers were seen in the minstrels, both
wearing blackface. Many popular songs were written for the numerous minstrel
troupes that traveled throughout the United States. We will present one - “Sally
Come Up” published in 1860 and used in various minstrel shows.
UNCLE JASPER’S JUBILEE - 1899 - E.T.Paull
One of the earliest and most colorful and artistic piano sheet music covers is
“Uncle Jasper’s Jubilee.” The cover is a caricature, which is neither realistic nor
flattering, but it was what appeared on the sheet music of the late 19 th century in
America. The covers of piano sheet music were treated as an artistic opportunity as
with the covers on a book and were created to excite the curiosity and interest of a
potential buyer.
‘Jasper’ is labeled a ‘two-step’ and ‘cakewalk’ and ‘dance characterisque’
and is entitled a ‘Jubilee.’ There really is not a group of songs called Jubilees’ that
show any special musical characteristics other than those of a cakewalk. The early
cakewalks are all really examples of ragtime music. Each is a step in the evolution of
incorporating Negro rhythms into the March form, which develops into what was to
be known as rags and jazz.
This song is notable as it was arranged for band by the great cornetist
Herbert L. Clarke. Clarke arranged the song, giving the cakewalk genre a very
professional endorsement that I am sure helped the general public accept the
cakewalk genre as true musical worth and hastened the development of welleducated composers to compose classical rags.
This piece is another example (and a good one) of the march-like feeling of a
song that uses the cakewalk rhythm (short, long, short).
SMOKY MOKES - 1899 - A. Holzmann
Abe Holzmann (1874-1939) was born in New York City. He was conservatory
trained and was the composer of “Bunch of Blackberries” (1900) that was
popularized internationally by J.P. Sousa. “Smoky Mokes” became a very popular
and successful composition.
Described as a cakewalk and two-step, we find, in the vocal parts, a text that
is in Negro dialect. The song is an example of the lyrics in what were to become
known as “Coon songs.” Lyrics are by W. Murdoch Lind. The lyrics are typical of
many “coon” songs of the era and below we give an example of the lyrics.
“Sharpen yo’ razors, bring yo’ ladies down to de old town
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Dar’s going to be a ball, come niggers come one and all.
De walk fo’ de cake will soon be commencin, music will play
subline.
Dem Smoky Mokes am givin’ to cut a dash.
Strike up de old ragtime.”
There are two versions published with different covers. The vocal copy has a
picture of Edna Collins in the foreground with a caricature of a Negro in the
background. In the instrumental cover there is a picture of four young Negro lads.
The cover reminds us that it can be used as a cakewalk or two-step. Also given on
the left of the picture is a statement: “published also as a song with humorous darky
text.” The given text given above is what is referred to in this statement. The
cakewalk/ragtime song was primarily an instrumental form, when the words are
added it became the Coon song.
A COON BAND CONTEST - 1899 - Arthur Pryor
Arthur Pryor was the trombonist and one of the arrangers for the Sousa
Band. Pryor had a background in popular dance music, playing in his father’s
dance orchestra. He was mostly responsible for many of Sousa’s use of the popular
music of his day (Cakewalks, Coon songs, etc.). Pryor published a number of
original compositions for the dance orchestras of his time.
This piece illustrates the link between brass band music and Negro type
music, i.e. the cakewalk. It was re-issued in 1918 unaltered except for a new, more
fashionable descriptive designation ‘Jazz fox Trot’. Published in 1899, it is a very
good example of the cakewalk genre using the characteristic cakewalk rhythm and
syncopation. There is also a very characteristic trombone style with the use of the
glissando technique, a sound that was associated with early jazz. The glissando was
used earlier by the Gabrieli’s in the 16th century in Venice, Italy.
HELLO MY BABY - 1899 - Howard/Emerson
No less than Johann Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a Paris nightclub. He
remarked how he really loved the rhythmic structure. Unfortunately Brahms died
before he was able to use the rhythm in a composition. Brahms was a great user of
syncopation in his music and perhaps, in his way, paved the way for the syncopated
rhythmic music of jazz. This arrangement begins with three sections of unfamiliar
melodies but ends with the fourth section using the well-known melody of “Hello
My Baby.” This piece is an example (along with Alexander’s Ragtime Band) of the
ragtime style filtering into Tin Pan Alley and American popular music. It uses the
Cakewalk rhythm in its main melody.
CREOLE BELLES - 1900 - J. B. Lampe (Ribe Danmark)
Marked ‘arranged for band, orchestra, mandolin, banjo, etc.’ Creole Belles
was written by J. B. Lampe in 1900 and is described as a “March, Two-Step.” In
reality it uses the cakewalk rhythm, using it in 17 out of 20 measures. In section B
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the main theme is march-like with counterpoint and syncopation. Section C is a
repeat of Section A. Section D stresses the Scotch snap (sixteenth note, eight note)
which appears in early plantation music. There is a transition using counterpoint
material of section B that leads to section F, a repeat of section B. it is also marchlike. If one plays section "A" alone, one would say it is a cakewalk. If playing section
B one would describe the piece as a march. This illustrates the writing of the era
that would continue in jazz pieces written in the late teens and early 20’s of the
century (example: the trio of “War Cloud” (Fidgety Feet) of the Original Dixieland
Jazz Band in 1919).
HIAWATHA - 1901 - Neil Moret (Charles Daniels)
Called “Lizard on a Rail” a half century later by New Orleans jazzmen,
Hiawatha was written in 1901. The song caught the public’s fancy with its
combination of raggy march-like rhythm, coupled with a sentimental and exotic love
tale. Soon after publication came a flow of closely derivative pieces containing
pathetic India tales to the popular rhythms of ragtime. The composer Charles
Daniels remarked: “I conceived the tune riding on a train through Hiawatha,
Kansas.”
The American Indian, as treated by the songwriters of the era was a stereo
type figure straight out of a sentimental melodrama. Like the Juliet of Shakespeare
we find the Indian woman a simple, virtuous maiden wronged by hard destiny.
Daniels uses rumbling rhythms, minor chords and pentatonic harmonies to suggest
Indian characteristics.
PEACEFUL HENRY - 1902 - E. H. Kelly
Written in 1902 by E.H. Kelly, it was a ‘hit’ instrumental piece and is called a
slow drag. It was named after an old colored janitor in the basement of a building
who was called ‘Peaceful henry.’ The piece does use tied syncopation to great effect.
A slow drag is defined as ‘a deliberately or unintentional attempt to sing or
play slightly behind the beat. As articulated by the rhythm section or implied by the
playing of the rest of the ensemble. Its’ style is difficult to interpret by an ensemble.
It was published by a Detroit Press and has a picture of a Negro youth on the cover.
GRIZZLY BEAR - 1910 - George Botsford
What is called a secondary rag contains a cross-rhythm meter - a technique
in classical music called Hemiola. George Botsford was a protégé of Irving Berlin
and Berlin stated that he lent a hand to Botsford in the writing of “Grizzly Bear.”
Botsford, born in 1874, in Sioux Falls, South Dakota and wrote this rag in 1910.
Berlin is given credit for the lyrics of the song. In this piece we find the use of the
cakewalk rhythm with an interesting use of staccato in the trio. There is a return of
the cakewalk rhythm in the last four measures.
RED WING - 1907 - Kerry Mills
Often more than one cover art was used. Such is the case with “Red Wing.”
One is marked “Indian Fable/Love Song,” and the other “An Indian Intermezzo.”
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The song became a big hit and was written by Kerry Mills, a very popular and
famous composer of popular music. The art work on the cover of both are beautiful
with one possessing a beautiful Indian Maiden with mountains in the background is worthy of a portrait that might be framed and hung. Both contain lyrics with one
having a final chorus for male quartet.
ALEXANDER’S RAGTIME BAND - 1911 - Irving Berlin
One of the most popular and influential pieces of the early 20th century,
Alexander’s Ragtime Band paved the way for the beginnings of the famous “Tin
Pan Alley.” Berlin was primarily a popular songwriter and whatever was selling
was the style of his next composition. Alexander was the name used when people of
authority would call a Negro bandleader, thus the name of the song as typical of the
Negro jazz band. It is played in the original arrangement published in 1911. Listen
to quotes musically from “Swanee River” and “Dixie.”
MEMPHIS BLUES - 1912 - W.C. Handy
The story of “Memphis Blues” is of particular interest. In 1909 the battle for
the Memphis mayoralty was three-cornered, the corners being Messrs. Williams,
Talbert and E.H. Crump. There were also three leading Negro bands in Memphis:
Eckford’s, Bynum’s and Handy’s. These three bands were engaged for the election
to demonstrate to the public the executive ability of their respective employers.
Handy wrote a blues, “Mr. Crump,” for the campaign. The song was so accepted
that its new form won immediate recognition for both its composer and the winner
of the mayoralty - Mr. Crump.
The song was characterized as nothing short of a masterpiece; in sheer
melodic beauty, in the vividness of its characterization, and in the deftness of its
polyphony and structure. The enthusiast assures us that this song deserves to rank
among the best of all time.
JOGO BLUES (ST. LOUIS BLUES) - 1913 - W. C. Handy
Much of the early music published for dance bands consisted of old riffs and
melodies that had been played for years by older musicians. As an example: “Tar
Baby Stomp” became “In the Mood;” “Rusty Nail Blues” became “Tin Roof Blues;”
“Praline” became “Tiger Rag.” An old blues riff “Jogo Blues” theme eventually
became “St. Louis Blues.”
A year before the publication of “St. Louis Blues” W. C. Handy published a
song called “Jogo Blues” that used the melody of St. Louis blues. Further theoretical
evidence is found in the title “Jogo” meaning “colored” or the slang word used for a
Negro.
I’M SORRY I MADE YOU CRY - 1918 - N.J. Clesi
This song, by New Orleans composer N.J. Clesi, became a national hit. The
arrangement is marked a ‘jazz fox trot’ and includes a verse that leads to the better
known chorus that became a well-known melody. It also includes what is marked a
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trio that returns to the main melody for the fine. Written for society orchestra it
uses the newly popular instrument, the saxophone.
It is interesting to note the style of the arrangement. The melody, a very good
one when sung as a solo song, is played with out the syncopation and jazzy
treatment found in this arrangement and the first and trio sections are never used.
To sell a composition during the jazz age many songs were given the ‘jazz’
treatment as they would be used for dancing and the length of a song was extended
as the dance needed to be longer than just a chorus or two by a singer.
BROADWAY BLUES - 191 5 - Walsh
Featured by the famous vaudevillian Sophie Tucker and her jazz band,
Broadway Blues is an early example of a category of popular songs that were
labeled blues but were not in the traditional 12-bar blues form. The first section
(after a four bar introduction and a two bar vamp) is in 16 bar song form. The
beginning figure uses the cakewalk rhythm and the Scotch Snap and the use,
although sparingly, of the blues scale. The chorus first figure presented is very
reminiscent of the St. Louis Blues.
This type of music was typical of the songs that were sung on the vaudeville
circuit and by stars like Sophie Tucker. She was classified as a type of singer known
as a “Coon Shouter. ” She uses a jazz band of her own when she did her
presentation, this band traveling with her.
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There is very little musical distinction between the early cakewalks and what
is described as a rag. We can trace the evolution of the rag; from its use of the
March form, through the cakewalk, to those labeled as early rags; to its
collaboration and inclusion into the jazz songs of the 20’s.
It is hard to give a definition of a rag. It does not have a characteristic
rhythm like the cakewalk. Its form is like that of a march. We cannot go by a song
being described in the title as ragtime. An example of this would be Alexander’s
Ragtime Band - not in ragtime style, as we know it.
No program on the history of ragtime would be complete if the name of Scott
Joplin was not mentioned. Joplin and John Stark (the publisher) were the driving
force behind published ragtime. We should mention that the cakewalk and early
ragtime were closely related to the brass band movement.
We can describe ragtime as a way of playing a piece of music. Pianists would
‘rag’ a Sousa March or ‘rag’ Foster’s “Swanee River.” A performer would
syncopate or embellish the melody with added notes in a quasi variation technique
than an improvised element. Opera Magazine, in 1916, wrote: “Ragtime has carried
the complexity of the rhythmic subdivision of the measure to a point never before
reached in the history of music.” The Cakewalk/Ragtime style was the first style of
music that used the rhythmic element of syncopation within a complete composition.
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Rudi Blesh stated: “With this music (sic: ragtime) the wires of dark and white
America crossed and the vital currents were flowing back and forth.”
John Philip Sousa was among the first to spread the music of ragtime
worldwide. His influence is seen in the use of cakewalks and ragtime compositions in
his many concerts.
Ragtime continued to develop both in more complex rhythms and
melodically. In the more advanced state we find use of arpeggios and fast 16 th notes
passages. Syncopation is more of the tied variety and the music becomes more
harmonically diversified. These advanced rags are noted as ‘secondary rags.’

Program 1 - You’ve Been A Good Old Wagon - 1896
2 - Mississippi Rag - 1899
3 - Southern Hospitality - 1899
4 - Alabama Dream - 1899
5 - Hello My Baby - 1899
6 - Bos’n Rag - 1899
7 - The Entertainer - 1902
8 - Black and White - 1909
9 - Grizzly Bear - 1910
10- The Red Rose Rag - 1911
11- Down Home Rag - 1911
12- Alexander’s Ragtime Band - 1911
13- Magnetic Rag - 1914
14- Teasin’ the Cat - 1917
15- Sally Trombone - 1917
16- Wild Flower Rag - 1917
17- Orange Blossom Rag - 1919
18- Oriental Rag - 1963
YOU’VE BEEN A GOOD OLD WAGON - 1896 - Ben Harney
Written by vaudevillian Ben Harney in 1896, “Wagon” is probably the first
American popular music piece that could be said to have elements of ragtime. We
find the cakewalk rhythm in the introduction and in the first two sections. There is a
Negro dance presented in the fourth section. “Wagon” is one of the earliest
examples of the birth of ragtime.
MISSISSIPPI RAG - 1899 - W. H. Krell
Mississippi Rag has an interesting cover on the sheet music for a number of
reasons. First, the cover picture - it is a stereo type picture you would expect to see
in the year 1899, although it is not as caricatured as other contemporary covers.
This scene probably was duplicated many times on the riverfronts and docks of the
Mississippi River around New Orleans. Negroid features do stand out through
emphasize. The picture probably was presented to help give authenticity to what the
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cover describes as ‘the first ragtime, two-step ever written.’ From this mentioning
we can see the close relationship between early ragtime and the popular dance, the
two-step. Also interesting is the list at the bottom giving the many musical
combinations available from the publisher. This again gives us information as to the
existing musical aggregations present during the last decade of the 19th century. If
you look close you can see that this piece was published in Chicago. Scholars have
written little on the role of local music publishers of music in the late 19th century.
The banjo is shown and below there are a number of musical groups that include
the banjo. It is not included in the orchestral parts that are published, either for
small or full orchestra. It is not until approx. 1911 that we find banjo parts
published in the dance band arrangements. I suppose because it was thought of as a
solo instrument. Known as the first published rag, Mississippi Rag was written by
W. H. Krell, a very prominent and popular music composer of his day.
SOUTHERN HOSPITALITY - 1899 - Arthur Pryor
Marked a “Ragtime/Cakewalk,” we find the name of “Sousa’s Band”
mentioned under the composer’s name. The introduction has an interesting use of
the cakewalk rhythm in tutti unison. It is marked “Marcia Moderate,” again linking
the cakewalk music to the March and brass band. Using both the cakewalk rhythm
and the syncopation of ragtime this piece is a bridge between the cakewalk and the
rag that leads to jazz.
ALABAMA DREAM - 1899 - G. Bernard
Written in 1899, Alabama Dream is a good example of a cakewalk that is
evolving into what would be called ragtime. New Orleans musicians called the early
jazz they played ‘ragtime’ and it was not until Chicago that this music was called
jazz. “Alabama” contains many figures in the cakewalk rhythm. The trio uses the
cakewalk rhythm - not in the familiar time values of 8ths and 16th but as quarter
note and 8th note values. There is interesting counterpoint in the trio with the cornet
using the cakewalk rhythm in 8th and 16ths and the clarinet stating the cakewalk
rhythm (in the same measure) as 8th and 16th note values. There are some problems
in the editing of the parts, as there are some mistakes in transposition.
HELLO MY BABY - 1899 - Howard/Emerson
No less than Johann Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a Paris nightclub. He
remarked how he really loved the rhythmic structure. Unfortunately Brahms died
before he was able to use the style in a composition. Brahms was a great user of
syncopation in his music and perhaps he, in his way, paved the way for the
syncopated, rhythmic music of jazz. This arrangement begins with three sections of
unfamiliar melodies but ends with the fourth section using the well-known melody
of ‘Hello My Baby.’ This piece is an example (along with Alexander’s Ragtime
Band) of the ragtime style filtering into Tin Pan Alley and American popular music.
It uses the cakewalk rhythm in its main melody.
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BOS’N RAG - 1899 - Fred Stone
Possibly one of the first true classic rags, it was published in 1899, about the
same time as the “Maple Leaf Rag” of Scott Joplin. It uses tied syncopation, a trait
of classic rags incorporated later in 1906. Usually these early cakewalks and/or rags
would use untied syncopation, making this particular rag not only very interesting
but important in its own right. It also shows the progress made in the evolutionary
process of the rag. There is less evidence of the march and the traditional cakewalk
rhythm evolving into the rhythm and character of a very early rag, much more than
the characteristic cakewalk rhythms used in the Mississippi Rag, which is
considered, historically, a very important piece.
The composer, Fred Stone, and his orchestra monopolized the Detroit
entertainment and social world to almost complete exclusion of white performers up
until the 1920’s. The black musicians of Detroit were organized first and the white
musicians of the city petitioned the black musician’s union for admission, a position
that was a reverse of the national trend. Stone died in the middle 30’s. His hold on
music jobs continued well into the 20’s when the ‘name’ bands began to overtake
the Stone Empire.
THE ENTERTAINER - 1902 - Scott Joplin
Perhaps the man most responsible and best known for the ragtime era was
composer Scott Joplin. His composition, “The Maple Leaf Rag,” was the first piece
of sheet music to sell a million copies. His rag, “The Entertainer,” was made popular
in our time by its use in the motion picture “The Sting,” with a score adapted from
the music of Joplin by Marvin Manlich. Written in 1902, it is a melodic and
rhythmic composition that has withstood the passing of time. While ragtime began
as a piano style, it was soon arranged for ensembles such as ours and became the
popular music of America as played by the numerous musical ensembles of the day.
BLACK AND WHITE - 1909 - George Botsford
One of the most popular rags of this era was Botsford’s “Black and white.”
Written in 1909 and labeled a ragtime/two-step, Botsford achieves a unification of
all the sections of the rag. He ties all of the sections together with a common
rhythmic figure or formula - a secondary rag pattern plus a single type of tied
syncopation. This rag shows the high level it had achieved in the use of classical
techniques, in the hands of well-trained musical composers such as Botsford.
GRIZZLY BEAR - 1910 - George Botsford
This is an example of what is called a secondary rag containing a crossrhythm meter - a technique in classical music called Hemiola. Botsford was a
protégé of Irving Berlin and Berlin stated that he lent a hand to Botsford in the
writing of “Grizzly Bear.” Botsford, born in 1874, in Sioux Falls, South Dakota,
wrote this rag in 1910. Berlin is given credit for the lyrics of the song. In this piece
we find the use of the cakewalk rhythm with an interesting use of staccato in the
trio. There is a return to the cakewalk rhythm in the last four measures.
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THE RED ROSE RAG - 1911 - Percy Wenrich
Percy Wenrich, who wrote such hits as “Put On Your Old Gray Bonnet,”
“Moonlight Bay” and “When You Wore A Tulip” was born in Joplin, Missouri in
1880. In 1911 Wenrich wrote “The Red Rose Rag.” It is an excellent example of the
use of diversified rhythm. It makes use of the cakewalk rhythm and the use of
dotted rhythms - a rhythmic style that became popular in 1912 and was a
forerunner of the dotted rhythm usage in popular music.
There is an interesting motif at A3 in the use of repetition and sequence. We
find dotted rhythms in the 2nd section. This piece was arranged for band by J. B.
Lampe (his real name is Ribe Danmark). He was also a composer of ragtime music.
DOWN HOME RAG - 1911 - W. Sweatman
Titled a ‘rag’ it is also notated a Buck Dance. There is no definition of what a
buck dance is. Some say it is a dance done by a Negro man (often called a buck by
slave owners). Others say it is a stylistic dance more like a hard stomping version of
the vaudeville ‘soft shoe’ dance.
The piece contains syncopation, dotted rhythms and a rather boring repeated
melodic pattern in sections A, B, and D. The reason this is being played is that it did
become very popular - so popular that the Tuxedo Orchestra of New Orleans, in
1925, re-organized the piece and added space for improvised solos, showing the
evolution from the early dance pieces of early rags and evolving them into the jazz
songs of the 20’s. They entitled it “Black Rag.”
ALEXANDER’S RAGTIME BAND - 1911 - Irving Berlin
Written by the famous Irving Berlin, it became one of the most popular and
influential pieces of the early 20th century. It paved the way for the beginnings of the
famous “Tin Pan Alley.” Berlin was a popular songwriter and whatever was
popular and selling at the time was the style of his next composition. Alexander was
the nickname used when persons of authority referred to a Negro orchestra leader.
Thus the name of the song was typical of the Negro jazz band. It is played from the
original arrangement published in 1911. Listen for quotes from “Swanee River” and
Dixie.”
MAGNETIC RAG - 1914 - Scott Joplin
Magnetic Rag is the last rag of Joplin’s and was published in 1914 three
years after the publishing of Irving Berlin’s ”Alexander’s Ragtime Band.” Tin Pan
Alley rags were not really classical rags but popular songs using some ragtime
rhythms and were much easier to perform.
The third section of Magnetic Rag possesses a quasi blues form. There is an
extension of the 12 bar progression after the first four bars and continues with the
blues progression after this insertion of two bars, almost like an extension within a
phrase. Perhaps Joplin did not want to use the 12 bar blues form as it carried with it
a certain down grade of musical classicism. We find a description of magnetic Rag
at the beginning of this composition in the collection of Joplin’s piano rags.
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“Magnetic Rag” covers a range of moods unusual even in Joplin’s works, one
that almost strain the capacity of the short form. Magnetic Rag, as pure music is an
impressive, although sadly premature, close to Joplin’s piano works. It hints at
future directions and demonstrates ragtime’ potential capability of expressing
profound musical thoughts.”
TEASIN’ THE CAT - 1916 - Charles Johnson
Charles Johnson wrote this piece, labeled a rag or fox trot. Johnson, whose
home was Kansas City, was one of the last Tin Pan Alley composers to continue
writing rags and cakewalks. Johnson’s “Fun On The Levee,” (1917) was subtitled a
cakewalk, and his writing a cakewalk as late at 1917 was unusual as the rag style
was out of vogue after 1916.

SALLY TROMBONE - 1917 - Henry Fillmore
Henry Fillmore is most famous for the numerous marches he penned. But, he
also wrote a number of ragtime numbers that featured the slide trombone. After a
five bar introduction, “Sally” begins with a chordal phrase that gives way to a more
typical rhythm of the cakewalk and ragtime rhythms and includes multiple use of
the trombone glissando, a sound that was associated with early jazz. The trio has the
trombone featured and even has a trombone solo as part of it.
WILD FLOWER RAG - 1917 - Clarence Williams
This arrangement is by T. B. Bryan. He is the arranger of “Cocoanut Grove
Jazz,” a song that is one of the earliest mentioning of the word ‘jazz’ in its title
(1917). This arrangement is tutti throughout as it was primarily for dancing. There
are no solo passages. There is a later arrangement/recording of this tune in 1928
with legendary cornetist “King” Oliver, with Benny Moten and Ed Allen that
present space for solos and jazz breaks - the style of the times. Within them we can
see the progress and style change of jazz arranging. When one listens closely we can
also hear the lack of technique from the players on the 1928 recording. The stocks
played in the early 20th century were played by musicians that usually had good
musical training - these musicians being from the tradition of the many town brass
and string bands and in New Orleans, groups like the great Creole orchestras.
Wild Flower Rag’s main theme is arpeggio-like and uses octave jumps with
little syncopation and requires good technique from he musicians to execute
correctly. It is written with a pianistic type melody better suited for a keyboard than
wind instruments or strings.
ORANGE BLOSSOM RAG - 1919 - Anton Lada
Written by Louisiana 5’s members: Al Nunez, Anton Lada and Joe Cawley,
it is labeled a ‘One-Step,” Two-Step or Trot.” By 1919 the style of popular music
had progressed past the popularity of the classic rag. The blues and the jazz song
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(called a fox trot) became the dominant style/form of this era. In “Orange Blossom”
there can be found the use of the cakewalk rhythm in the first section and the trio.
We find an interesting coda that contains a trombone smear solo.
ORIENTAL RAG - 1963 - Wingy Mannone
This song was written late in the career of Manonne and after the Dixieland Revival
had ended. Wingy was working in Las Vegas in the 60’s until his death. The song is
simple with repeated riffs and ending with the Vagabond song of Sigmund
Romberg. At one time, Mannone was the orchestra leader of the Bing Crosby radio
show.

The Evolution from the Quadrille, March
To Ragtime
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pattern called united syncopation), and while the various, once popular songs faded
from appeal, the characteristic rhythm continued and is found in songs by other
names and descriptions. Two types of syncopation (united and tied) were added to
many popular songs. These included marches that were delivered with the
performer ‘raggin’ a chorus, which was only a step away from what is now called
early jazz. Early jazz musicians called early jazz ‘ragtime’ before adopting the name
jazz to describe the newly involving musical style.
The ambiguous nature of popular music in the early 20th century lent itself so
naturally to various styles that most songs would be entitled one way and then
stated that it could be adapted to many other styles. Even the famous Washington
Post March of Sousa was first written and thought of as a two-step. One example of
this ambiguity can be seen in “A Warm Up In Dixie” and described as a cakewalk,
March and/or Two-Step).
The traditional instrumental ensembles of the day, the brass band and the
theater orchestra performed ragtime, the most popular style of music during the
turn of the 20th century. Man original rags were not written as vocal or piano
numbers but as instrumental orchestra music (Mississippi Rag - first published as a
rag, is notated as “the first ragtime two-step ever written” and first played by
Krell’s Orchestra. Arthur Pryor’s “Coon Band Contest” (1899) is identified as a
trombone solo.
Instrumental rags and ragtime-styled music (an ancestor and influence of
jazz), were important in Jazz’s evolution because they: 1) brought Negro rhythmic
music to the usually sophisticated American White society; 2) non-reading bands
listened to and imitated the more learned orchestras heard performing ragtime
song; 3) the large demand for dance orchestras during an era when dancing was the
most popular form of social activity; and 4) they provided the style for the ‘ragging’
of marches by adding syncopation and blue notes by the piano players of the era.
When a ragtime piece was played the dancer determined the choice of dance steps,
although the music might call it a two-step, one-step, ragtime or a number of other
dance styles. Ragtime’s ancestry is also in the French Quadrille and the military
march. Ragtime used the strict form of the march and two of the characteristics of
the quadrille - the adaptation of widely miscellaneous popular folk song material,
and a great range of rhythmic and melodic flexibility. Its evolution is similar to the
evolution of the classic Ricercar to the fugue.
This program traces the evolution of the rag from its early ancestors to jazz
songs. We must remember that there was really no difference between early
cakewalks, early rags and the two-step. We also must remember that early ragtime
was closely associated with dancing. Early ragtime text was in exceedingly poor
taste and decidedly vulgar. It used racial bigotry, using caricatures and stereotypes
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with brutally coarse language. We also do state that, however vulgar the words, they
fit the music like a glove.
The evolution of jazz can be seen through a direct line of influences - from
the march, to the cakewalk, to ragtime and finally the 1 & 2 step dance and the fox
trot. Early jazz was dance music, and its evolution came through the co-ordination of
music and the dance. By listening and examining the popular music as it evolved
into jazz we can see this evolution from the early Negro cakewalks, which has a
ragtime feeling, into ragtime that evolves into the jazz song and jazz dances.
In 1899 we find that the cakewalk was one of the most popular styles of
popular American music. This style became ragtime, beginning around 1899 and
gained in popularity by 1902. By 1910 ragtime reached its zenith in popularity.
Ragtime music evolved into the popular American ballroom dances. The dance team
of Irene and Vernon Castle led this trend with the help of J. R. Europe. The jazz
dance (especially the fox trot) took over the pop scene and jazz became the popular
music of the nation. “Teasin’ The Cat” is considered the last rag that was popular
and it is interesting, as it is subtitled “a fox trot.” The close relationship between the
dance and jazz can be seen as numerous new ‘jazz’ dances (Charleston, Black
Bottom, Shimmy, etc.) were developed. During the 20’s jazz and the dance formed a
bond that was stable until jazz evolved around 1945 (beebop) and became a
musician’s music that emphasized individual improvisation and performance and
was no longer dance music. Jazz then evolved into strictly listening music.

Program
1 - Philo Senate March - 1896
2 - Pickaninnies On Parade - 1897
3 - Cotton Picker’s Rag & Cakewalk - 1899
4 - Southern Hospitality - 1899
5 - Bos’n Rag - 1899
6 - Hello My Baby - 1899
7 - Swipsey - 1900
8 - Kerry Mills Ragtime Dance - 1909
9 - Grizzly Bear - 1910
10- Alexander’s Ragtime Band - 1911
11- Castle House Rag - 1911
12- Canhanibalmo rag - 1911
13- Junk Man Rag - 1913
14- Jubilee Rag - 1915
15- Teasin’ the Cat - 1916
PHILO SENATE MARCH - 1894 -R. B. Hall
The Philo Senate March is a typical late 19th century march as played by the
bands of this era for either a street march or as a two-step in the dance hall. This
March style composition is one step away from added syncopated rhythm, to the
march and of the march’s evolution into the newly adopted Negro rhythm that,
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when added to a march, became what was to be called ragtime. It is this evolution
between the march and to ragtime that leads to the evolution of jazz music.
The Philo Senate March, written in 1894, is structured as a three-section
march - A, B. and C (trio). Section A is interesting as it is a group of phrases that
begin at a dynamic level of piano (p), a crescendo to forte (f) within four measures
that is repeated four times, ending in a normal cadential formula.
Section B uses a similar ascending melodic scheme using half note values instead of
quarter notes of section A. Interesting, like the 13th measure a cakewalk it is of
unison character. The trio also has an ascending scale-like melodic character.
Without the use of syncopation, it is a workable, easily playable march, playable
(unlike the harder Sousa marches) by most brass bands that existed in the city of
New Orleans. Curiously, many later jazz songs would still use a march like trio
section (Ex: War cloud, by the ODJB, sounds exactly like a March trio.
PICKANINNIES ON PARADE - 1897 - George Bernard
New Orleans had an active music publishing industry. The tune Dixie was
first published in New Orleans. The rest of the country looked to New Orleans as
jazz was evolving for published arrangements of this new music called jazz. Other
publishing companies also published New Orleans’ composer’s music. George
Bernard wrote ‘Pickaninnies’ for publication by the John Church Company of
Philadelphia. While the publishing companies were in existence even before the
Civil War, the zenith of sheet music’s popularity was after the turn of the century as
Negro and jazz music was evolving and becoming popular.
COTTON PICKERS RAG & CAKEWALK - 1899 - William Braun
One of the most popular arrangements in New Orleans during its
publication, ‘Cotton Pickers’ is a great example of the cakewalk genre with its
evolution into jazz.
The composer, William Braun, was born in New Orleans in 1867. He became
a prominent bandleader in the city and was most famous for his association with the
Rex Carnival Krewe and the Pan-American Life Insurance Company Band. He was
associated with a great number of New Orleans early jazz musicians such as Nick
LaRocca, Emmett Hardy, and Eddie Edwards. He died in 1940.
Cotton Pickers Rag and Cakewalk is a charming cakewalk and is fun to play.
It could be the model for all music that was called a cakewalk. A characteristic of
these early cakewalks was the use of the cakewalk rhythm in the 12 and 13 th
measures of the first section. It was published by one of the leading music stores of
the era, the Grunewald Music Company of New Orleans.
SOUTHERN HOSPITALITY - 1899 - Arthur Pryor
Marked a ragtime/cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer’s credit. The introduction has an interesting use of
the cakewalk rhythm in tutti unison. It is marked “Marcia Moderato” again linking
ragtime music to the march and the brass band. Using both the cakewalk rhythm
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and the syncopation of ragtime it is a bridge between the two styles. The great
trombonist of Sousa’s Band, Arthur Pryor, wrote it.
BOS’N RAG - 1899 - Fred Stone
Possibly one of the first true classic rags, it was published in 1899, about the
same time as the Maple Leaf Rag of Scott Joplin. It uses tied syncopation, a trait of
classic rags incorporated later in 1906. Usually these early cakewalks and/or rags
would use united syncopation, making this particular rag not only very interesting
but important in its own right. It also shows the progress made in the evolutionary
process where there is less evidence of the march and traditional cakewalk rhythm,
into the rhythms and character of a very early rag, much more than the
characteristic cakewalk rhythms used in the Mississippi Rag, which is considered,
historically, a very important piece.
HELLO MY BABY - 1899 - Howard/Emerson
No less than Johann Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a Paris nightclub. He
remarked how he really loved the rhythmic structure. Unfortunately Brahms died
before he was able to use the rhythm in a complete composition. Brahms was a great
user of syncopation in his music and perhaps, he, in his way, paved the way for the
syncopated, rhythmic music of jazz. This arrangement begins with three sections of
unfamiliar melodies but ends with the fourth section using the well-known melody
of “Hello My Baby.” This piece is an example (along with Alexander’s Ragtime
Band) of the ragtime style filtering into Tin Pan Alley and American popular music.
It uses the cakewalk rhythm in its main melody.
SWIPESY - 1900 - Scott Joplin
Most ragtime publications were published for almost any musical
combination that could possibly be assembled. A portion of the literature was for
solo piano. Scott Joplin assisted a young composer in writing a rag that was soon
published. The cover list both Scott Joplin and the young composer, Arthur
Marshall as composers. The song “Swipsey” is well known as a piano solo but like
most rags it was also arranged for brass bands.
KERRY MILLS RAGTIME DANCE - 1909 - Kerry Mills
Kerry Mills was one of the most popular song composers of the early 20th
century. This composition shows the close relationship between the cakewalk and
the rag, using the cakewalk rhythm and includes the use of syncopation. An
interesting rhythm is the use of the cakewalk rhythm’s third note being tied - thus
creating syncopation. Its form is the same as a rag by Joplin, having three sections
with transitions between sections and a repeat of the first section (the same as the
Joplin rag “The entertainer”).
GRIZZLY BEAR - 1910 - George Botsford
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What is called a secondary rag contains a cross-rhythm meter - a technique
in classical music called hemiola. Botsford was a protégé of Irving Berlin. Berlin
stated that he lent a hand to Botsford in the writing of “Grizzly.” Botsford, born in
1874, in Sioux Falls, South Dakota, wrote this rag in 1910. Berlin is given credit for
the lyrics of this song but also helped with the melody. In this piece we find the use
of the cakewalk rhythm with an interesting use of staccato in the trio. We find a
return of the cakewalk rhythm in the last four measures.
ALEXANDER’S RAGTIME BAND - 1911 - Irving Berlin
One of the most popular and influential pieces of the early 20th century,
Alexander’s Ragtime Band paved the way for the beginnings of the famous “Tin
Pan Alley.” Berlin was primarily a popular songwriter and whatever was selling
was the style of his next composition. Alexander was the name used when persons of
authority would call a Negro bandleader, thus the name of the song as typical of the
Negro jazz band. It is played in the original arrangement published in 1911. Listen
to quotes from “Swanee River” and “Dixie.”

JUNK MAN RAG - 1913 -C. Roberts
A well-developed rag, the “Junk Man” is a mature example of ragtime
during its most popular period by one of its most accomplished musicians, Charles
Roberts. This was dance music as it is described as a One or Two-Step dance. An
interesting item is the tempo. Most ragtime was marked “not too fast.” If the
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dancers wanted to dance a One-Step, the same music would be played faster. This
was the dilemma that the musicians of this era were up against.
This rag is also interesting with its use of the cakewalk rhythm and the use of
both united and tied syncopation. There is no use of ‘blue’ notes as the jazz sound
was not in vogue at the time of publication.
JUBILEE RAG - 1915 - Reeg
While called a rag in the title, it is subtitled “Two-Step.” We do find use of
the cakewalk rhythm and syncopation. It is in four sections, all containing the
cakewalk rhythm and syncopation. It is also in the chain of evolution from the
cakewalk, to ragtime, to a popular jazz dance of the era.
TEASIN’ THE CAT - 1916 - Charles Johnson
Charles Johnson wrote this piece, labeled a rag or fox trot. Johnson, whose
home was Kansas City, was one of the last Tin Pan Alley composers to continue to
write rags and cakewalks. Johnson’s “Fun on the Levee” (1917) was subtitled a
cakewalk, and his writing a cakewalk as late as 1917 was unusual as the cakewalk
style was out of vogue after 1916.
“Teasin’ The Cat” uses an interesting rhythm in its first section, and this
rhythm is repeated in the other sections of the song. This piece seems to be lost in
time and its creation in 1916 leads toward the evolution of the ‘jazz’ song.

ETHNIC MUSIC

28

During the 19th century, the United States accepted into its society many
different nationalities, with America becoming a ‘melting pot’ of the world. Each
ethnic group brought with them old customs, morals and yes, prejudices. The
entertainment industry of the 19th century, which reached its zenith in the
institution called the Minstrel show, and later vaudeville, used ethnic humor and
experiences as seriously in dialog and in song. Many of the song lyrics made fun of a
particular ethnic group such as the Italians, Irish, Hebrew and/or Negroid. This
ethnic humor, while at times very damaging and harmful, spared no group. This
was an era when we didn’t take ourselves quite as serious as we now do. There still
remains today the prejudice of the past, although we have learned to be more
tolerant of one’s race, religion and ethnic background and origin. By presenting this
part of America’s musical past, which in the Negro’s case led to America only gift to
the musical world - JAZZ - we hope that these songs are accepted for what they are
- a part of past musical history, and we now use them in a positive, constructive way.
This concert will highlight the various Negro styles of music that directly affected
American popular music. Some of the song titles are not politically correct and are
presented in their historic and accurate importance.

PROGRAM
1 - Moanin’ Dove - Spiritual - c. 19th Century
2 - Deep River - Spiritual - 20th Century
3 - Sally Come Up - 1860 - Minstrel Song
4 - Hot Tamale Alley - 1896
5 - Uncle Jasper’s Jubilee - 1898
6 - Dusky Dudes - 1899 - Cakewalk
7 - Bos’n Rag - 1899
8 - Gazebo - Buck & Wing - 1902
9 - Swamptown Shuffle - 1902
10 -Bethena Waltz - 1905
11- Shuffle and Taps - Stop Dance - 1910
12- Down Home Rag - Buck Dance - 1911
13- I Can Beat You Doing What You’re Doing Me - 1916
Tin Pan Alley Song
14- Nigger War Bride - 1918 - Slow Drag
15- Dance They Called the Georgia Hunch - 1919 16- The Stomp - 1923 - Stomp
17- Chicago Breakdown - 1925
18- Snag It - 1926 - Blues
MOANIN DOVE - c. 19TH Century
Thanks to early musicologists a number of Negro Spirituals have been
written down and saved. The Spiritual, being a spontaneous and improvised style
was difficult to write down as each time it was sung there was a different
interpretation. With no recording devices available the musicologists did their best
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to transcribe in a single version the notes and lyrics of an individual spiritual. Once
such spiritual was arranged in a more modern version by Arthur Farwell in his WaWan Press of 1902
DEEP RIVER - Arranged in 1916 - H. T. Burleigh
Negro Spirituals hold a place of importance in the development of early
American music. The art of singing a spiritual demanded a style and talent to
embellish a melody. This technique of improvising was one of the main influences in
the development and evolution of the jazz style, and was to be one of the most
exciting elements of jazz. Preserving these early spirituals - an oral music - was long
neglected, either from a lack of foresight, and/or the difficulty of notating an oral
musical technique, a style that presented a different performance each time.
Through the dedication and foresight of a few, some of these early spirituals were
preserved. Such a man was Robert Emmett Kennedy, from Algiers, Louisiana.
Kennedy wrote both the lyrics and music of the spirituals he heard around the New
Orleans area. These may be found in his books: “Mellows,” and “More Mellows.”
(Mellows” has been reprinted and is available from Basin Street Press.)
An emphasis and the realization of the importance of using American
national music of the Negro and the American Indian musical heritage was created
by the visit of the world renown composer, Anton Dvorak in 1897. Through the
influence of Dvorak, a number of American composers began using Negro and
Indian melodies as compositional material. H. T. Burleigh, a pupil of Dvorak,
published a number of spirituals in his rich harmonic style, one of which is “Deep
River.”
SALLY COME UP - 1860 - Dan Emmett
The minstrel Show was a popular form of entertainment, having its
beginning in 1843. The Virginia Minstrels were lead by Dan Emmett. The Minstrel
Show contained both Black and White entertainers, both wearing blackface. Many
popular songs were written for the numerous minstrel troupes that traveled
throughout the United States, one being Stephen Foster. We will present an early
song “Sally Come Up,” that was published in 1860 and used in various minstrel
shows.
HOT TAMALE ALLEY - 1896 - G. M. Cohan
G. M. Cohan (1878-1942) was most famous for his popular song hits such as
“Yankee Doodle Danny,” Grand Old Flag,” and “Over There.” Cohan wrote about
20 plays and musical comedies appearing on the Broadway Stage. Cohan, like
Irving Berlin, wrote popular music that included writing songs on subjects that
were in vogue. Coon singer May Irwin wrote the lyrics which are typical of the era.
Perhaps the most famous ‘coon’ singer was Sophie Tucker.
UNCLE JASPER’S JUBILEE - 1898 - E. T. Paull
“Jasper” is labeled a Two-Step, Cakewalk and/or dance characterisque and
is entitled a ‘Jubilee.’ A Jubilee has no special musical characteristics other than
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that of a cakewalk. The early cakewalks are examples of the beginning of ragtime
music and are but one step to the evolution of jazz. This song is notable as the great
cornetist of the Sousa Band, Herbert L. Clarke, arranged it. Clarke gave the style a
very professional endorsement that I am sure helped the general public to accept
these cakewalk pieces as true musical worth, and hastened the development of wellread composers to compose ‘classical’ rags.
This piece is another example of the march-like feeling of a song that uses the
cakewalk rhythm.
BOS’N RAG - 1899 - Fred Stone
Possibly one of the first true classic rags, it was published in 1899, about the
same time as the “Maple Leaf Rag” of Scott Joplin. This piece shows the progress
made in the evolutionary process where there is less evidence of the march and the
traditional cakewalk rhythm, into the rhythms and character of a very early rag.
The composer, Fred Stone, and his orchestra monopolized the Detroit
entertainment and social world to almost complete exclusion of White performers
up with the 1920’s. His hold on music jobs continued well into the 20’s when the
‘name’ bands began to overtake the Stone Empire.
GAZABO - 1902 - D. S. Godfrey
Written as a buck and wing dance, “Gazabo” uses the cakewalk rhythm and
tied syncopation with the use of a staccato style. There is an interesting countermelody in the trio that is reminiscent of a baritone horn playing a counter-melody in
a standard march. It is rag-like in the classical sense and with no stereo type rhythm
that would characterize a buck and wing dance. It could and probably should be
classified as a cakewalk, rag or two-step.
SWAMPTOWN SHUFFLE - 1902 - H. W. Jones
Subtitled two-step, polka or March, this piece contains syncopation as used
in the early cakewalks and could be played at a slower or faster tempo, depending
on the type of dance that was required. Perhaps this variance in tempo was part of
the evolution from the two-step/march into its use by Tin Pan Alley of the early
rhythms of the popular music of the era that would be called a ‘jazz’ tune. “Shuffle”
contains cakewalk rhythms and seems to be an attempt of the publishing company
to sell this song that would please many different buyers. The trio of Swamptown
Shuffle is very polka-like with no syncopation until the 9th measure. We find a D.C.,
which returns to state the 1st theme. There does not appear to be any characteristic
that could be deemed as part of a style called a shuffle.
A shuffle is defined as: a dance step of indefinite southern Black American
origin, perhaps dating from the 18th century, in which the feet are moved
rhythmically across the floor without being lifted and the coming together of beats
smoothly without accents.
BETHENA WALTZ - 1905 - Scott Joplin-Scott Joplin is known for his many
ragtime compositions.
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We are familiar with his “The Entertainer” and The Maple Leaf Rag.”
Joplin also wrote two ragtime operas and other popular styles of his era. Not as well
known, but an innovation of Joplin is found in his “Bethena Waltz.” Written in
1905, it is a ragtime waltz using syncopation throughout the composition.
SHUFFLE AND TAPS - 1910 - Brynes/Winne
Written by Ribe Denmark (real name-J. B. Lamp), “Shuffle” is marked a ‘stop
dance.’ There is no regular rhythmic shuffle pattern. The first section uses the
cakewalk rhythm. Sections 2 and 3 are march-like, with only an occasional
appearance of the cakewalk rhythm. An interesting imitation effect is presented in
bars 13-16.
DOWN HOME RAG - 1911 - W. Sweatman
Titled a ‘rag’ it is also notated as a buck dance. There is no evidence of what
a buck dance was like. Some say it is a dance done by a Negro man (called a buck by
slave owners). Others say it is a stylistic dance more like a hard stomping version of
the vaudeville ‘soft shoe’ dance.
The piece contains syncopation, dotted rhythms and a rather boring repeated
melodic pattern in sections A, B, and D. The reason this is being played is that it did
become very popular - so popular that the Tuxedo Orchestra of New Orleans, in
1925, re-arranged the piece and added space for improvised solos, showing the
evolution from the early dance pieces of early rags into the jazz songs of the 20’s.
They entitled it “Black Rag.”
I CAN BEAT YOU DOING WHAT YOU’RE DOING ME 1916 -Clarence Williams/A. J. Piron
Co-composed by Clarence Williams and A. J. Piron, it is a popular song
typical of the commercial pop songs of the era prior to a more abundant use of
syncopation although syncopation does appear in bars 17-24 of the 2nd section.
While it is not given a stylistic category its style is that of a one-step and is marked
Marcia.
NIGGER WAR BRIDE BLUES - 1918 - M. LaBlanc
Jazz and Negro music gained great popularity after the 1st world War.
American publishers rushed to publish jazz style music as jazz was gaining in
popularity. Marked a ‘slow drag and trot,’ the song contains syncopation
throughout its two sections. It would be termed a jazz tune and it is typical of the
jazz songs composed after the war.
DANCE THEY CALLED THE GEORGIA HUNCH - 1919 Spencer Williams
Published by Clarence Williams Publishing Company then based in Chicago,
one can hear a style change from the above song to a ‘tempo di jazz.’ Also found is a
greater use of syncopation. This song and its jazz feeling seems to be the transitional
step between the 2 step dance style of the previous selection to the jazz songs of the
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late 20’s. It was arranged by Dave Payton, a very famous musician of Chicago, well
known for his columns in the Chicago Newspaper the “Defender” of the music scene
of the city.
THE STOMP - 1923 - Hendrickson
A stomp is defined as: “A heavy, strongly marked beat associated with early
ragtime and early blues form, characterized by stomping feet. A ‘stomp chorus’ is
the final chorus of a lively piece, played in a loud, spirited manner.” Groves
Dictionary of Jazz defines a stomp as: “The final chorus of a rag, March, or other
lively piece, when played in a loud, spirited manner and is called a ‘stomp chorus.’
This piece is interesting as we see these heavy beats in the lower parts with a
syncopated melody in the upper parts. It is also marked with accents that could be
characterized as stylistic rhythm in stomps. The piece also is known as “House Rent
Blues” and is another use of a Negro style by Tin Pan Alley composers.
CHICAGO BREAKDOWN - 1925 - Jelly Roll Morton
Primarily known as a jazz pianist, jelly Roll Morton’s importance in jazz
history partly lies in his early jazz compositions and arrangements for early
recordings. These arrangements, with the help of a professional arranger, brought
the authentic New Orleans sounds to the world. Morton insisted his musical ideas be
used in the arrangements with space for jazz solos. He also insisted on using some
New Orleans musicians in the recording band to insure a ‘real’ New Orleans sound.
Section A and B are written in 8 bar jazz phrasing with jazz breaks leading
to a D. S. that repeats sections A to a third ending going to a trio that modulates
from Bb to Eb. The trio is divided into 8 bar sections, the last section of 8 bars
containing new material with jazz breaks and a source of textual contrast.
SNAG IT - 1926 - Joe ‘King’ Oliver
Once jazz reached Chicago and moved onto the national scene, it became the
most popular dance music around. No one group did more to shape the jazz style of
this era than the Joe ‘King’ Oliver Band with Louis Armstrong on trumpet. Though
only on the scene for a brief time, Oliver’s place in jazz history is secure thanks to
the influence of his ensemble. "Snag It" became a national hit and was one of the
few songs put into music with Oliver’s name on it.

Every American City has its famous composers. As jazz evolved in New
Orleans, we find a number of popular and jazz composers writing music. Many of
the early jazz riffs became jazz tunes. Known by other names, some of these songs
became famous. “Tar Baby Stomp” became “In the Mood,” “Rusty Nail Blues”
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became “Tin Roof Blues,” “Praline” became “Tiger Rag.” On this program we will
play some of the songs written by New Orleans composers.

PROGRAM
1 - Gottschalk - (1829-1869) - Pasquinade
2 - George Bernard - Pickaninnies on Parade - 1897
3 - William Braun - Cotton Pickers Rag &
Cakewalk - 1899
4 - A. Maggio - I Got the Blues - 1908
5 - Nick LaRocca - War Cloud (Fidgety Feet) - 1918
6 - N. J. Clesi - I’m Sorry I Made You Cry - 1918
7 - Anton Lada/Yellow Nunez - Golden Rod - 1919
8 - Joe Verges - Jelly Bean - 1920
9 - George Thomas - Muscle Schoals Blues - 1921
10- A. J. Piron - Shimmy Like My Sister Kate - 1922
11- Jelly Roll Morton - Chicago Breakdown - 1925
12- Louis Armstrong - New Orleans Stomp - 1924
13- Joe ‘King’ Oliver - Snag It - 1926
14- Zelda Huckins - Blue Eyes - 1928
15- Clarence Williams - Harlem Rhythm Dance - 1933
16- Clarence Williams - Baby Won’t You Please Come
Home - 1919/1945
PASQUINADE - L. M. Gottschalk - (arranged in 1927)
Gottschalk (1829-1869), a native of New Orleans acquired a worldwide
reputation as a first class concert pianist and composer. Studying in Europe,
Gottschalk toured the world giving well-attended concerts, finally settling in South
America. Pasquinade is a caprice and was published in the Jacob’s Orchestra
Monthly Magazine. Each month the magazine featured an arrangement for band
and/or orchestra. Gottschalk in his music, used Creole and African rhythms writing
about the scenes he knew as a young boy growing up in New Orleans, near Congo
Square.
PICKANINNIES ON PARADE - 1897 - George Bernard
New Orleans had an active music publishing industry. The tune “Dixie” was
first published in New Orleans. As jazz was evolving the rest of the country looked
to New Orleans for published arrangements of this new music called jazz. Other
publishing companies also published New Orleans composers. George Bernard
wrote “Pickaninnies” for the John Church Company of Philadelphia. While the
publishing companies were in existence even before the Civil War the zenith of its
popularity was near the turn of the 20th century as Negro and Jazz music was
evolving and becoming popular.
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COTTON PICKERS RAG AND CAKEWALK - 1899 - William Braun
One of the most popular arrangements in the music of the city of New
Orleans, it is a great example of the cakewalk genre and its evolution to ragtime.
William Braun, born in New Orleans in 1867, became a leading band
director in the city, most famous for his association with the Rex Carnival Krewe
and the Pan-American Life Insurance Company Band. He was associated with a
great number of New Orleans jazz musicians, among these: Nick LaRocca, Emmett
Hardy and Eddie Edwards. He died in 1940.
Cotton Pickers Rag and Cakewalk is a charming piece and is fun to play. It
was published by one of the leading music stores of the era, the Grunewald
Company of New Orleans.
I GOT THE BLUES - 1908 - A. Maggio
This is one of the earliest blues published, being published in 1908. And there
is even a section that presents blues in a ‘minor’ key. We see that many
arrangements. Especially in the 20’s are called blues but they are not in the
traditional blues progress and 12 bar blues structure. They all have a ‘blues’ feeling
but are not what we have come to know as ‘blues.’
The origin of the blues is clouded, but not its popularity. Many of the early
jazz bands such as Chris Kelly’s and Buddy Bolden’s Band had a large blues
repertoire. As the music gained popularity, Tin Pan Alley began publishing quasi
blues arrangements, but as said above, were not really blues.
WAR CLOUD - 1918 - Nick LaRocca/Larry Shields
The song begins with an introduction that uses the cakewalk rhythm and
then proceeds to a 16 bar song form, with a theme reminiscent of the “12th Street
Rag.” There is a quasi stop tune section to begin the 2nd strain. While the melody is
the 1st strain is in 16th notes, it is contrasted in the trio with a long note theme that
sound more like the theme for the trio of a march. Students of New Orleans music
will recognize the tune as “Fidgety Feet.” It is said that the Original Dixieland Jazz
Band put a new title on the song in hopes that having an Indian theme would help
sales.
I’M SORRY I MADE YOU CRY - 1918 - N. J. Clesi
This song, by New Orleans composer N. J. Clesi became a national ‘hit.’ The
arrangement is marked a ‘jazz fox trot’ and includes a verse that leads to the better
known chorus that became a well-known melody. It also includes what is marked a
trio that returns to the main melody for the Fine. Written for society orchestra that
now (beginning around the late teens of the early 20th century) includes an alto and
tenor saxophone.
It is interesting to note the style of the arrangement. The melody, a very good
one, when sung as a solo song, is played without the syncopation and jazz treatment
found in this arrangement and the first and trio sections are never used. To sell a
composition during the jazz age many songs were given the ‘jazz’ treatment as they
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would be used for dancing and the length of a song was extended as the dance
needed to be longer than just a chorus or two by a singer.
GOLDEN ROD BLUES - 1919 - Lada/Nunez
All the arrangements and publications of the “Louisiana Five” reflect the
emerging jazz style of the period just after World War I. It is in 4 bar phrases and it
is called a blues in its title and is labeled a fox trot. There is ample use of
syncopation. At the middle of the second section there is an interesting descending
rhythmic/melodic figure in a sequential pattern. The Louisiana Five, basically a
group that formed just to record, present a tight jazz arrangement that creates a
typical jazz sound of the era. They presented to the public the ‘now’ jazz sound that
became the rage of the era - the Jazz Age. During 1919 a number of arrangements
by the Louisiana Five were published, leaving a profound message that the jazz
sound could be played by ‘legit’ orchestras. Their influence became an important
step in the progress of jazz, as witnessed by the large number of published jazz
arranged during this period.
.MUCLE SHOALS BLUES - 1921 - George Thomas
George Thomas published many popular songs and we have chosen the
“Muscle Shoals Blues” as the representative song. It is a true blues, using the 12 bar
traditional blues progression. So many of the songs with ‘blues’ in the title were not
really blues but used a blues feeling and the blues flatted third and seventh of the
scale. Using the word ‘blues’ in the title almost assured the song would be a ‘hit.’
Songs like “Basin Street Blues,” and “Limehouse Blues” were not constructed in the
traditional 12 bar blues progression, often just using blues elements within their
structure as we have heard in the previously played “Golden Rod Blues.”
SHIMMY LIKE MY SISTER KATE - 1922 - A. J. Piron
The authorship of this song is still disputed, with Louis Armstrong claiming
that it was his melody. Piron published the tune under his name and it became a
national success. Armstrong never recorded the song, not wanting to make any
money for Piron by sales under his name. It became one of the biggest hits of the
Jazz Age. His lyrics were rather risqué.
CHICAGO BREAKDOWN - 1925 - Jelly Roll Morton
Primarily known as a jazz pianist, Jelly Roll Morton’s importance in jazz
history lies in his composing and recording, one of his biggest hit being “Kansas
City Stomp.” The arrangements and recording of his songs and his insistence that
these recordings be in the true New Orleans jazz style has left us with a historic
account of early jazz sounds. He also insisted on using some New Orleans musicians
in the recording band to insure a ‘real’ New Orleans sound.
NEW ORLEANS STOMP - 1924 - Louis Armstrong
Writing this piece about 2 years after arriving in Chicago, Armstrong was
one of the earliest musicians to emphasize improvising. A stomp is defined as a
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heavy, strongly marked beat, associated with early ragtime and early blues form
and characterized by stamping steps, usually on the last chorus. The trio is a good
example of the rhythm of the stomp, being in a quarter note melody with emphasis
on the beat with no syncopation.
SNAG IT - 1926 - Joe ‘King” Oliver
Once jazz reached Chicago and moved onto the national scene, it became the
most popular dance music around. No one group did more to shape the jazz style of
this era than the Joe ‘King” Oliver Band, with Louis Armstrong on trumpet.
Though only on the scene for a brief time, Oliver’s place in jazz history is secure,
thanks to the influence of his ensemble. “Snag It” became a national hit and was one
of the few songs published with Oliver’s name on it.
BLUES EYES, I LOVE YOU - 191 8 - Zelda Huckins
Zelda Huckins, a native of the West Bank (Gretna), across the river from
New Orleans, was classically trained pianist that received her music degree from
Tulane University and taught music at Louisiana State University in Baton Rouge.
While her name might be unknown, she attended public school with Emmett Hardy
and played in the school orchestra with Emmett. “Blues Eyes” is as traditional
ballad with a rather sentimental set of lyrics.
HARLEM RHYTHM DANCE - 1933 CLARENCE
WILLIAMS
Written in 16 bar song form, the 2nd repeat is extended 2 bars followed by a 4
bar transition and modulates from Eb to Ab, then goes to F. The theme is presented
again in an Ab section. The song feels like a series of jazz riffs. It possesses a set of
jazz style lyrics and is marked ‘swingy and fast.’
Clarence Williams was one of the most popular publishing house, beginning
in New Orleans, them moving to Chicago for a brief time and on to New York City
where his publishing house became one of the most popular and successful
publishing houses in the nation. He published ‘authentic’ New Orleans jazz sound
arrangements by the leading jazz arrangers. He became one of the most influential
of all jazz publishers.
BABY WON’T YOU PLEASE COME HOME - 1919 - Clarence Williams
Perhaps the most famous of Clarence Williams's songs, it was written in 1919
and the present arrangement is from 1945, as an arrangement for a large dance
band. It is fitting to end the program of New Orleans composers with a section using
the traditional Dixieland Jazz sound.
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The History of Minstrel Music
One evening in February of the year 1843, four grotesque figures in
blackface, wearing white trousers, striped calico shirts, and blue calico coats with
long swallowtails, appeared on the stage of the Bowery Amphitheater in New York
City. They proceeded to entertain the delighted audience with a combination of
singing, dancing, Negro dialect patter, and instrumental music played on the banjo,
violin, bone castanets, and tambourine. Their performance concluded with a “walkaround” and “breakdown” (grotesque plantation dance). This was the historic
debut of the Virginia Minstrels (Ethiopian Band). The leader of this group was Dan
Emmett, the composer of “Dixie.”
This small group of entertainers and the many others to follow created a new
form of public entertainment. These early minstrel groups were successors to
individual minstrel performers who imitated Negro singing and dancing. One of the
earliest and most successful individuals was Thomas “Daddy” Rice and his
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interpretation of a Negro Stableman’s antics from Cincinnati. Know as “Jim Crow”
the routine of Rices’ was an astounding success and a successful road trip ending
with great acclaim in New York City in 1832.
“Wheel about and turn about and do just so.
Everytime I wheeled about I jump Jim Crow.”
During the span of the popularity of the Minstrel Show, it was an energetic
and popular form of amusement. Despite its use of derogatory stereotypes, its music
made us of an African-derived instrument - the banjo - as well as African-based
syncopations and dance patterns.
Although the Minstrel Show perpetuated Negro stereotypes, it helped Blacks
enter the field of show business after the Civil War. One of the most notable black
minstrel composers, James Bland, composed “Carry Me Back To Old Virginny,”
“Oh Dem Golden slippers,” and “In The Evening By The Moonlight.”
While many early Minstrel Shows derided the Negro, other songs included
poked fun at the arty, the pretentious and even opera and classical music. One such
song pokes fun at the great violinists Old Bull and Paganini:
“Loud de banjo talked away, and Ole Bull from Norway.
We’ll take the shine from Paganini, We’re the boys from Ole Virginny.”
Other minstrels were active in political and social causes singing against
slavery, supporting women in their struggle to vote and against the use of alcohol.
They sang songs like “Temperance and Liberty,” “Young Man Shun that Cup,” and
“Father’s Drunkard and Mother’s Dead.”
The Minstrel Show’s influence can be seen in vaudeville, (both black and
white), the black tent and medicine shows (which included early blues singers Ma
Rainey, Bessie Smith, etc.)
“Dixie,” originally a minstrel song written by Dan Emmett (a northern
minstrel composer) in 1850, soon became a patriotic hymn of the South during the
Civil War. Because of this, Emmett’s minstrel troupe was banned in northern cities
during the war.
Even early hillbilly (country) music is filled with many examples of early
minstrel songs with the link between 19th century minstrel music and modern
country music being Uncle Dave Macon. Early hillbilly bands of the 1920’s featured
fiddle and banjo versions of old minstrel songs.
The Minstrel Show developed a style and a pattern of its own, evolving into
various sections - beginning with a walk-around comedy routine with the
interlocutor and the end men telling jokes; the “Olio” a section that was in essence a
variety show of talent - singing and dancing; and ending with a short comedy skit.
Most included a ‘minstrel’ band within the performers that included a violin, banjo,
tambourine, castanets and later other instruments into a full instrumentated band.
The Minstrel Show was a uniquely American art form, a direct ancestor of
ragtime and jazz, vaudeville, American country music, burlesque, and finally, the
Broadway musical.
The music of the Minstrel Show began with simple melodies with racial
lyrics. As it became acceptable in American society, the contents of the lyrics
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changed and often had social issues such as prejudice themes, about drinking,
women voting rights and other social issues. The lyrics also derived ethnic race, i.e.,
Italian, Irish, etc. Noted for their social commentary was the Hutchinson Family.
Famous American composers wrote minstrel songs. Stephen foster, G. M.
Cohan, Irving Berlin and even J. P. Sousa composed songs used in minstrel shows.
Minstrel Shows, while not as prevalent in the 20th century did last until well into the
early 1940’s probably ending after the 2nd World War and the Civil Rights
Movement.
PROGRAM
Early Solo Minstrel Era
1913 - I Want To See a Minstrel Show
1878 - Grand Minstrel Opening
1829 - Coal Black Rose
1832 - Clare De Kitchen
1834 - Zip Coon
1838 - Jim Crow
1838 - Jim Along Josey
Beginning of “Group” Minstrel Shows
1846 - Ghost of Uncle Tom
1850 - Dolly Day
1854 - Few Days
1863 - The Black Brigade
1867 - Happy Uncle Joe
Established Minstrel Era
1877 - Deed I Has To Laugh
1877 - Roll Out! Heave Dat Cotton
1879 - Close Dem Windows
1881 - The Colored Band
1884 - Dare’s a Lock on the Chicken Coop Door
1896 - Warmest Baby in the Bunch
1901 - The Phrenologist Coon
1906 - The Countess of Alagazam

I Want To See a Minstrel Show – 1913 – Leighton
Shields

Brothers

&

Well into the era after the First World War the minstrel show remained
popular. As vaudeville, the Broadway stage and later movies became the craze,
touring minstrel shows gradually faded and became more local and presented by
small town entertainment groups such as church or club associated talent most often
to raise money for their organization. There is a nostalgic nature of the lyrics: “I
want to see a minstrel…I want to hear the endmen sing that song about Old Black
Joe. I want to hear the tenor sing that ballad so sweet and low.” Within a couple of
generations other forms of entertainment replaced the Minstrel Show. In its time it

40

served to entertain the American public, both Black and White, and gave numerous
Afro-Americans their chance to enter the world of American show business.

Grand Minstrel Opening Chorus – 1878 – Geo. Rowe
Most minstrels now were very developed with larger troupes. They usually
began with a ‘grand opening,’ which showed the troupers capabilities and
versatility. The sheet music cover states: “This is the only original genuine minstrel
opening chorus ever published. It begins with a ‘fanfare-like’ section of 4 bars and
continues with a tutti ensemble section for band and vocal chorus. After the first
section in 3/4, the 2nd section, marked allegro, is in 2/4 meter.

Coal Black Rose – 1829 – W. Snyder
This song was introduced as “the first burnt-cork song of comic love,” and is
said to have been ‘appropriated from an old ballad.’ Its ‘presenter’ was George W.
Dixon, one of the most successful of the early blackface entertainers. One narrative
states that the composer Henry Russell was playing the “Vesper Hymn” and began
to play it faster and it became “Coal Black Rose.”

Clare de Kitchen - 1832 - Salomon
Popularized by “Daddy” Rice, the text is close to the tradition of Negro
humor. In a succession of nonsense verses we meet various animals, an old blind
horse; a joy bird sitting on a hickory limb; a bull frog dressed in soldier’s clothes;
and a little whip-poor-will whose sad fate is to be eaten. The tag “I wish I was” was
destined to become a stock item in minstrel songs and folk music.
George Nichols was the first to sing “Clare” in public and is said to have
adapted it from a melody, which Nichols had heard sung, by Negro fireman on the
Miss. River. Stephen Foster’s family musical group, the “Thespian Company” sang
this on their programs. The song uses the cakewalk rhythm in its melody.

Zip Coon – 1834 – J. F. Magruder
Better know as “Turkey in the Straw” Zip Coon was one of the most
successful of the early minstrel songs. It is said to have been an early adaptation of a
Scotch-Irish descent. It became a favorite fiddle tune. The famous America
composer Henry Gilbert used the melody in his symphonic work “Americanesque.”
Jim Crow – 1828 - Anonymous
T. D. “Daddy” Rice’s (1908-1960) first part in show business was that of a
Negro field hand in a local drama titled The Rifle. Rice saw an old, deformed Negro
cleaning the horses in a stable near the Louisville Theatre, singing an old melody
and doing a curious sort of shuffling dance. Every time he reached the chorus of his
song, he gave a little jump that set his “heel a-nicken.” His right shoulder was
drawn up high and his left leg was crooked at the knee and stiff with rheumatism, so
that he walked with a limp. Rice decided to imitate this old Negro on the stage, and
to copy his song, making up additional stanzas of his own. His impersonation, his
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shuffling step and jump, and his song, all caught the fancy of the public. In the
innumerable stanzas of “Jim Crow” we find echoes from topical events ranging
from politics to the verse on Paganini. Thus Rice’s song became the first great
international song hit of American popular music.

Jim Along Josey – 1838 – An eminent Professor
The melody uses only 5 notes of the pentatonic scale. The song itself is
followed by a lively ‘dance’ in which the comic actor had a chance to ‘do his stuff.’
The popularity of the song was doubtless due in large measure to the catchy tune of
the chorus. The song became used as a ‘play party song’ in the Middle West and
was admitted as a game even among those stricter sects that prohibited dancing.

Ghost of Uncle Tom – Hutchinson Family – 1846 –

Martha Hill

During this era of American popular music there were numerous singing
families in America, the most prominent being the Hutchinsons. There were usually
four in the group - two playing violin and cello. They were concerned with bringing
music to ‘the masses.’ They would represent what today we would call ‘protest
singers,’ having in their repertoire protest songs (temperance, women’s suffrage,
and especially abolition), religious songs, minstrel songs and even some humorous
songs.

Dolly Day - 1850 – Stephen Foster
Written for the Christy Minstrels, Stephen Foster is today a legend of
American popular music of the pre-Civil War period. His songs are timeless and are
still known in our day. Foster wrote 100’s of songs, many used in the minstrel shows
of his era. Only a handful of his songs are known however. Dolly Day was written in
1850 and was used by the Christy Minstrels. Its chorus was sung by a vocal quartet,
which was often used in performing minstrel shows, most minstrels having a vocal
quartet within its troupe. “Dolly” is a simple melodic and rhythmic song without
syncopation and included the typical dance section of 8 bars, with 3 additional
verses. It was called a plantation melody.

FEW DAYS - 1854 – Jenny Lind
Jenny Lind was brought to America by P. T. Barnum in 1850. She was a
great success and became a household name. While basically an opera singer, she
composed and sang on her concerts some Ethiopian songs - composing one entitled
“Few Days” that became very popular. The lyrics are by the famous Lucy Long, the
first line being “Come darkies all, we’ll sing a song, few days, few days. Subjects
within the lyrics contain ideas on Afro-Americans, political platforms and parties,
progress and the know-nothing party. When used by the Know Nothing Union the
words state: “Our country now is great and free, few days, few days,” and include
subjects as patriotism pride, and political platforms. It became a United American
song with lyrics: “a subtle foe has plotted along, few days, few days and contained
lyrics on campaigns, battles, political elections, ballots and patriotism.
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The Black Brigade – 1863 – Dan Emmett
Written by Dan Emmett, the song is notated as a “plantation song & dance.”
Emmett was one of the original members of the Virginia Minstrels and later joined
Bryant’s Minstrel Troupe and wrote minstrel songs for them.

Happy Uncle Joe – 1867 – J. G. Huntting
Written by J. G. Huntting in 1867, Happy Uncle Joe is described as a song
and chorus. It contains a section for male vocal quartet. During the ‘group’ era of
minstrel development most every minstrel troupe featured a vocal quartet. The first
section has some use of the cakewalk rhythm with a chorus of 8 measures. It is
reminiscent of Stephen Foster’s style of popular minstrel music.

Deed I Has To Laugh - 1877 - J. P. Sousa
Sousa is best known for his great marches, but he also wrote opera and
strangely, minstrel songs. Sousa brought American Negro cakewalks, rags and jazz
to Europe and was the first to bring this Negro style music to the world. Sousa
wrote, in 1877 “Deed I Has To Laugh” especially for Griffin and Rice of the
Carncross & Dixey Minstrel troupe. The importance of these early minstrel tunes is
that it brought to the general public the music of the Negro race and enabled the
Negro to enter show business.

Roll Out! Heave Dat Cotton - 1877 - Will S. Hays
Written by Will S. Hays, who was a contemporary and rival of Stephen
Foster. There is a section for male vocal quartet. The lyrics describe the details of a
Negro stevedore as he hauls the cotton on board a steamer and then unloads the
cargo. Hays was a very popular and prolific writer in the era of the minstrel show.
He also wrote other types of popular music including the famous “Drummer Boy of
Shiloh.”

Close Dem Windows - 1879 - James Bland
James Bland is most famous for his songs: “In the Evening by the
Moonlight,” “Oh Dem Golden Slippers,” and “Carry Me Back to Old Virginny.” He
wrote many other songs in Negro dialect, which contain no syncopation. There is a
verse and chorus for vocal quartet and ends with what is called ‘a symphony’ which
is 8 bars in length. Other songs, many of which were heard in minstrel situations
featured Bland as a performer.

The Colored Band – 1881 – Chas. Dockstader
Written by the famous minstrel Charles A. Dockstader, the lyrics describe a
colored band and its instrumentation. It is also Foster like in melodic content and
even contains a few measures that the performer whistles. There is some use of
syncopation. The renowned music house of J. W. Pepper of Philadelphia published
it.
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Dars a Lock on the Chicken Coop Door - 1884 - Sam Lucas
Minstrel Shows were the most popular form of American entertainment
during the 1880’s. One of the leading songwriters was Sam Lucas, also a minstrel
performer. He gained national acclaim when he starred in the 1914 movie “Uncle
Tom’s Cabin” as Uncle Tom.
He was 72 years old when he recreated his role as Uncle Tom from the earlier
Broadway production. He is considered the first Afro-American actor to receive star
billing in a major film, not little due to his popularity and fame from his early
minstrel days. Lucas wrote an occasion song with no racial reference. Lucas became
a partner with fellow songwriter Gussie L. Davis. Davis also an Afro-American also
wrote popular music that were not racially specific, thus opening the door for the
Afro-American composer to use the fame they had gained in the minstrels to more
‘legit’ endeavors in American popular music of a more gentile nature. Chris Smith
wrote “The Irish were Egyptians Long Ago” but Sam Lucas was the pioneer.
Lucas wrote “Dar a Lock” in 1884. It begins with a 6 bar introduction
followed by a 16 bar first section. The refrain is 8 bars and its concluding section,
the chorus, is also 8 bars in length, but contains the same melody as the refrain. The
melody reminds one of a Foster one and there are only a few bars using a cakewalk
rhythm with no syncopation except for those few bars. Used in the minstrels there is
use of the Negro dialect, a technique praised by James Johnson as an artistic
attempt at preserving this dialect as part of early American Negro history.

The Warmest Baby in the Bunch – 1897 – G. M.

Cohan

While George M. Cohan was best known for his many patriotic songs he also
wrote in the idiom of the popular music of his day and included Ethiopian melodies
used in the minstrel show. Called an “Ethiopian Ditty” this song, written for the
Broadway stage and used in his Minstrel troupe, it shows the evolution of the simple
minstrel song of 1843 to the more sophisticated songs of the Broadway stage.

The Phrenologist Coon – 1901 – Ernest Hogan/
Williams and Walker
Ernest Hogan had earlier written a song in a style that became very popular
in the American climate of the early 20th century. Hogan had earlier written what
was to become known as “Coon songs” which featured racial motivated lyrics but
still in the melodic and rhythmic style of minstrel songs with little use of syncopation
until later in his history. His “All Coons Look Alike to Me” became one of the hits of
this era. Hogan wrote the lyrics and another Afro-American composer Will Accooe
wrote the music. This song The Phrenologist Coon is a comic song and was
introduced by the great, legendary and famous minstrel team of Bert Williams and
George Walker. As a matter of interest a ‘phrenologist’ is one who studies personal
characteristics from the shape of one’s skull. The lyrics declare that: “an egg shaped
head is a chicken stealer; a face like a frog head can’t keep a secret. Many more
examples are present in the lyrics of the song. The sheet music covers displays 6
such heads. The structure is similar to the songs presented so far with only a few
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examples of what might be called syncopation, more due to the difference in the
lyrics of each verse having to fit with a melody.

The Countess of Alagazan - 1906 - Bob Cole -Dockstader’s Minstrels
Many of the lyrics of the minstrel songs were written for laughs, they were
‘comic’ lyrics and the minstrels now were spoofing (as in burlesque) established
serious dramas, even Shakespeare was not spared. Minstrels were prominent on
Broadway and they were evolving into what would be called vaudeville, and
dropped the earlier traditional minstrel style. People were tiring of the minstrel
traditional and from the section of our work on Broadway one can read of this
falling of the minstrels from popularity on Broadway, which set the trends of show
business. They would still travel the country but were now becoming so changed in
character that they were now more of a revue than a minstrel show.
The “Countess” was written by the respectable Afro-American team of Bob
Cole and Rosamond Johnson and presented by Dockstader’s Minstrels. The music is
presented in 6/8 and one can see that the minstrel songs of the era contained simple
melodies, with little use of syncopation, but very rhythmic. From this song one can
observe the importance of the lyrics. Most lyrics told a story and many, of course,
were comical. The minstrel song had come a long way from its beginning style lyrics
which were more sentimental in nature (ex: Foster’s lyrics), and now were more
racial in nature, making fun of the emphasized (in extreme) character of what was
conceived of the Negro race.

8
MUSIC OF
EARLY JAZZ BANDS
LOUISIANA FIVE
NEW ORLEANS RHYTHMS KINGS
KING OLIVER’S JAZZ BAND
ORIGINAL DIXIELAND JAZZ BAND
JELLY ROLL MORTON
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PROGRAM
LOUISIANA FIVE;
Laughing Blues - 1919
White Way Blues - 1919
Arkansas Blues - 1919
Orange Blossom Rag - 1919
Foot Warmer - 1919
Golden Rod Blues - 1919
Thunderbolt Blues - 1919
Be Hap E Blues - 1919
Yelping Hound Blues - 1919

NEW ORLEANS RHYTHM KINGS
Tin Roof Blues
Farewell Blues

JOE ‘KING’ OLIVER’S JAZZ BAND
Chime Blues - 1923
Snag It - 1926

ORIGINAL DIXIELAND JAZZ BAND
Mournin’ Blues - 1918
War Cloud - 1918
Skeleton Jangle - 1918
Livery Stable Blues - 1927

JELLY ROLL MORTON
Original Jelly Roll Blues - 1915
New Orleans Blues - 1925
Chicago Breakdown - 1925
Midnight Mama - 1925
Dead Man Blues - 1926
Sidewalk Blues (Fish Tail Blues) - 1926
Billy Goat Stomp - 1927
Boogaboo - 1927
Hyena Stomp - 1927
Wild Man Blues - 1927
London Blues (Shoe Shine Blues) - 1928

Early Jazz Bands
There were many small jazz groups that became popular with the dancing
public. Publishers immediately published ‘stock’ arrangements of their hit
recordings. These arrangements were not exact duplications of the record but they
used the standard instrumentation of the day (Ex: the stock of the ODJB added a
bass, an instrument not used by the ODJB in their band - a 5-man ensemble). These
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stock arrangements gave the opportunity to local dance bands the ability to play
arrangements suited for the dancers who were asking for more jazz sounding tunes.
Music publishers, in business to make money, put out these arrangements to
suit the demands of the dancing public, but also, of course, to make money, which
they did. WE have chosen 5 jazz bands that seemed to have been very popular.
Louisiana Five - existed from 1918 to 1920 - Personnel: Anton Lada, Yellow Nunez,
Charles Panelli, Joe Cawley and Karl Berger.
Original Dixieland Jazz Band - Nick LaRocca, Eddie Edwards, Tony Sarbaro,
Larry Shields, and Henry Ragas
New Orleans Rhythm Kings - Joe Mares, George Brunis, Henry Rappolo, Joe Pettis,
Elmer Schoebel, Bud Layocano and Joe Black
‘King’ Oliver’s Jazz Band - Joe Oliver, Louis Armstrong, ‘Baby’ Dodds, Louis
Dutrey, ‘Dink’ Johnson, Johnny Dodds and Lil Hardin
Jelly Roll Morton - Jelly Roll Morton, Omer Simeon, Andre Hillaire, John Lindsay,
Johnny St. Cyr, ‘Kid’ Ory, and George Mitchell.

Louisiana Five
The Louisiana Five was basically formed to make recordings for Emerson
Receding Company. The band was formed in 1918 and included: Anton Ladadrums, Alcide “Yellow” Nunez-clarinet, Charles Panelli-trombone, Joseph Cawleypiano, and Karl Berger-banjo. They made more than 50 sides. During their tenure
the band achieved little influence but with the passage of time their recordings and
published arrangements in 1919 have created more interest and influence. They
disbanded in 1920.

Laughing Blues – 1919 – Anton Lada
The Louisiana Five became a very popular jazz band in 1919 and there was a
large group of ensemble arrangements published. The first we hear is “Laughing
Blues.” It begins with a 4 bar introduction, followed by a 12 bar first section (not in
the traditional 12 bar blues progression). It is labeled a fox trot. It contains
syncopation and the use of the blues scale. This is a typical jazz song that was done
during the early 20’s.

White Way Blues – 1919 – Lada/Nunez
Written in the traditional 12 bar blues form, ‘White Way’ is labeled a fox
trot. Possessing a chromatic theme, it appears like an upside down statement of the
theme of ‘Tin Roof Blues.’ There is use of syncopation and dotted rhythms. The trio
is written for trombone solo until the last phrase of this section.

Arkansas Blues – 1919 – Lada/Spencer Williams
Written by La 5 member Anton Lada and songwriter Spencer Williams
(composer of ‘Basin St. Blues’). The first section is a 12 bar blues structure with the
second section in two 8 bar phrases. The second of the 2 phrases is extended by 2
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bars. This section does not have a blues feeling. The first section contains some jazz
breaks for the saxes and trumpets. This arrangement gives us a sound that we have
come to recognize as the ‘jazz’ sound that was emerging in the early 20’s. This
arrangement uses three saxes and a clarinet solo in the first section.

Orange Blossom Rag – 1919 – Nunez/Lada/Cawley
Written by La members Al Nunez, Anton Lada and Joe Cawley, it is labeled
a ‘One-Step, Two-Step or Trot’. By 1919 the style of popular music had progressed
past the popularity of the classic ragtime. The blues and the jazz song (called many
times a ‘fox trot’) became the dominant style/form of this era. In ‘Orange Blossom’
there can be found the use of the cakewalk rhythm in the first section and the trio.
We find an interesting coda that contains a trombone smear/solo, a sound that
became an element of jazz style. As the title suggests, this is a southern type subject,
thus the use of the cakewalk rhythm.

Foot Warmer – 1919 – Lada/Nunez
Labeled a fox trot, this arrangement’s first section is in 4 bar phrases, each
statement of the theme is slightly different. An interesting second section also in 4
bar phrases that is sequence-like in four statements. This is repeated in the next 16
bars. Directly following there appears an 8 bar section that acts like a transition to
the third section, using the rhythms of the introduction that interestingly leads to
the third section, also using the rhythm of the introduction. This leads to a D. S.

Golden Rod Blues – 1919 - Lada
All the arrangements and publications of the La. 5 reflex the emerging jazz
style of the period just after World War I. The song is in 4 bar phrases and it is
called a ‘blues’ and is labeled a fox trot. There is the use of syncopation. At the
middle of the second section there is an interesting descending rhythmic/ melodic
figure in a downward sequence pattern. The La 5 presents a tight arrangement and
it creates a good jazz sound. They presented it to the public in the ‘now’ jazz sound
that became the rage of the era - the ‘Jazz Age.’ The La 5 was only organized for a
short period but these arrangements left a profound message - legit dance bands
could play and create a ‘jazz’ sound. Their influence became an important step in
the progress of jazz after World War I, as witnessed by the large number of
published arrangements by the band in 1919.

Thunderbolt Blues – 1919 - Lada
Notated as a ‘One-Step’ there is a 4 bar introduction that leads to a 16 bar
sections (A) and a 16 bar 2nd section (B), using some syncopation and mostly
diatonic harmony. There is a modulation from section A to B (from F major to Bb
major) in two 8 bar phrases using basically the I and V chords and presents a
diatonic theme. Section C is the trio that begins with a 10-measure transition to the
main theme that uses the first theme stated in cakewalk rhythm within a 16 bar
section repeated once. This section sounds like the trio of a march and without the
more ‘jazzy’ early sections you would say that you are hearing a March trio.
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The instrumentation is interesting, having 2 cornets, a piccolo instead of a
flute, and an alto and tenor sax along with a clarinet. Written in 1919 there was still
not a ‘set’ way to write for saxophones. In this arrangement the sax at times double
another part and other times plays a harmony supporting part. We can see the
changing in the use of the clarinet, as it doesn’t always double the melody as is
earlier arrangements.

Be-Hap-E Blues – 1919 - Lada
This is not a 12 bar blues but has a bluesy feeling within the 16 bar phrases.
There is an interesting use of the cakewalk rhythm, interesting in that the rhythm is
still being used within a ‘jazz’ arrangement and by a jazz band in 1919. It is also
interesting as the 2nd section sounds like the strains of a march. The arrangements of
the La 5 seem to use elements of past musical styles in the setting of the then
contemporary jazz band of the early 20’s.

Yelping Hound Blues – 1919 – Lada/Nunez
This piece is a true 12 bar blues, with a few added, more modern chords than
just the three primary chords of the blues. There is the use of syncopation in this
first section and sparingly in the other two sections. The La. 5 arrangements seem to
present all the current clichés of early jazz elements. The other two sections of this
work did not use the blues 12 bar form.

New Orleans Rhythm King
(NORK)
First known as the Friar’s Society Orchestra in the early 1920’s, by 1923 it
became known as the New Orleans Rhythm Kings. Their first recordings in 1922 for
Gennett were met with great success. While personnel changed or were added to the
musicians most associated with the group include: Paul Mares, Leon Roppolo, Jack
Pettis, Elmer Schoebel, Arnold Loyocano, Lou Black, Frank Snyder, Steve Brown,
Chink Martin, Ben Pollack, Mel Stitzel, Charlie Cordilla, George Brunis, Ben
Pollack and Santo Pecora. After a change in personnel that saw three key members
return to New Orleans, the group disbanded around 1925. While it was active it was
one of the most influential early jazz bands, a great front line of: Mares, Brunis and
Roppolo inspired a school of young white Chicago jazz musicians which included
‘Bix.’

Tin Roof Blues – 1923 - New Orleans Rhythm Kings
Said to be an early blues riff by legendary New Orleans cornetist Buddy
Petit, the theme was called ‘Rusty Nail Blues’ around New Orleans. The verse is a 12
bar blues statement leading to the famous riff that is also a 12 bar blues form. This
is the melody that has been renamed a number of times: “Jazz Baby Blues” in 1926,
“Make Love to Me” in 1950 as recorded by Kay Starr with only slight
modifications. The third section is open for solos - most NORK arrangements are
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found with solo sections. This arrangement is from 1923, and progress can be heard
from the La. 5 to the NORK.

Farewell Blues – 1923 - Rappolo
This song is not in true blues form. It contains open sections for solos in the
second section. It is one of the earliest examples of jazz solos in print. Written by
clarinetist Leon Rappolo, the solo is given to the clarinet. The piece is in song form
with four bar phrases.

Joe ‘King’ Oliver’s Jazz Band
One of the most influential bands in early jazz was the Oliver Creole Jazz
Band. The band was lead by Joe ‘King’ Oliver, who had moved to Chicago in 1918
and formed a band in 1920. After a trip to the San Francisco area he returned to
Chicago and formed his most famous band that brought up Louis Armstrong to
Chicago in 1922. This was the most influential jazz band in early jazz, influencing
such bands as the New Orleans Rhythm Kings and many others. It is interesting to
note that the New Orleans cornetists Buddy Petit and Kid Rena were first asked to
come and join the band. When they refused Armstrong was sent for. The Band
included: Oliver-trumpet, Armstrong-trumpet, Dodds-drums, Dutrey-trombone, J.
Dodds-clarinet and Johnson-bass & banjo. After a successful engagement in
Chicago the band was asked to play at the Cotton Club in New York. A dispute of
money caused the management of the Cotton Club to hire ‘Duke’ Ellington.
Armstrong left the band in 1924 to form his own group in New York. While the
band continued without Armstrong until 1927, its influence had been superseded by
Armstrong’s emerging style. Oliver died in Savannah, Georgia in 1938, virtually in
obscurity

Chime Blues – 1923 – Joe Oliver
This in a true 12 bar blues pattern, with the 3rd section imitating a chime
effect. The 4th section uses a quasi cakewalk rhythm but with the accents placed
differently (o o o o o). Joe Oliver was not the first New Orleans musician to bring a
jazz band to Chicago, but became the most influential, especially when Louis
Armstrong joined the band in 1922.

Snag It – 1926 – Joe Oliver
Once jazz reached Chicago and moved onto the national scene, it became the
most popular dance music around. No one group did more to shape the jazz style of
this era then the ‘King’ Oliver Band with Louis Armstrong on trumpet. Though
only on the scene for a brief time, Oliver’s place in jazz history is secure, thanks to
the influence of his ensemble.
"Snag It" is a true blues and was a big hit in its time. In it we hear minor
blues and the traditional jazz riffs that lead to the blues choruses. The tempo is
taken fast on the record, which was used so that the whole arrangement could get on
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one side of a record. It should be taken slower to that its contents can be heard and
at a tempo that I am sure was used for dancing.
A very popular piece when it was published in 1926, ‘Snag It’ contains jazz
breaks and arranged solos.

Original Dixieland Jazz Band
(ODJB)
The ODJB, the first jazz band to record, brought their brand of New Orleans
Jazz to the world via recordings. One of these recordings the ‘Livery Stable Blues’
has been analyzed as to its harmony, form and structure on the web site of
<www.basinstreet.com> on which all the programs of the Lake Arrowhead Jazz
Band appear
Like the La. 5, the ODJB had arrangements published for the ‘legit’
orchestras to play for dancing.

Mournin’ Blues – 1918 – Tony Sbarbaro
Written by the ODJB’s drummer, Tony Sbarbaro, it was published in 1918.
Under the title we see that it is called a fox trot. The first section is in 16 bar song
form. The second section is a 12 bar blues form. The third section is also in 12 bar
blues form. Both black and white bands used the blues form as the bases for many
of its songs. The blues also became an instrumental musical form, its beginning
being in vocal style. The second section uses the ‘blue’ notes (the flatted third) and
while the first 6 bars of the 2nd and 3rd section are different, the same melody is
stated in both sections.

War Cloud – 1918 – Nick LaRocca
War Cloud (recognized as the tune ‘Fidgety Feet) begins with an
introduction that uses the cakewalk rhythm and proceeds to a 16 bar song form
with a theme reminiscent of the ‘12th Street Rag.’ There is a quasi stop time that
begins the second section. The name ‘War Cloud’ probably was given to help sell
arrangements - it was a ‘fad’ to give songs an interesting name. While the melody
for the first section is in 16th notes and is contrasted in the trio with a long note
theme that sound like the trio of a march. (This March style has been seen in some
of the songs of the La. 5.) It is labeled a One-Step and composer credit is given to
Nick LaRocca and Larry Shields.

Skeleton Jangle – 1918 – Nick LaRocca
Written by Nick LaRocca “’Skeleton’ contains dotted rhythms reminiscent of
the cakewalk rhythm. It is in song form, the three section in two 8 bar phrases. The
third section has a bass figure under a tutti chord pattern that plays on 1 and 3. The
piece ends with a riff-sounding figure that reminds one of the way a blues figure is
repeated. The title is not referring to any spooky effect but as with ‘War cloud’ it
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was named to sell the piece of music. There is use of syncopation and contains the
jazz element of a smearing trombone.

Livery Stable Blues (Barnyard Blues) – 1927 –

Lopez/Nunez

The ODJB recorded their historic session on Feb. 26, 1917, using the ‘Livery
Stable Blues’ on one side and ‘Dixieland Jass Band One-Step’ on the reverse side.
Roger Graham Music Publishers located at 143 N. Dearborn St., Chicago, Illinois
published the sheet music in 1927. The music gives credit to Ray Lopez and Alcide
Nunez as the composers and Marvin Lee as lyricist. A second recording was made in
London, in April of 1919.

Jelly Roll Morton
Jelly Roll Morton, one of the legendary names in early jazz, is best known for
his reputation as an early jazz pianist and for his narratives recorded at the Library
of Congress in Washington, D. C. As important as his interviews and recordings are,
I feel his importance to the preservation of early jazz are his accomplishments as
one of the earliest jazz arrangers.
Morton chose the men for his recording session personally. He worked on
each number until he was satisfied. Baby Dodds recalls “You did what jelly Roll
wanted you to do. He knew what he wanted and he would get the men he knew
could produce it, but never interfered with the solos.”
Morton was true to the New Orleans style and was a leader in the movement
that these recording sessions and Melrose’ publications help spread worldwide an
authentic duplication of the New Orleans sound. It preserved the New Orleans style
and guarded its integrity, for this style was beginning to be an unknown and
misunderstood style, more spontaneous than the early jazz music that was primarily
dance music. His music was more exact in musical clarity and proficiency that the
more rough ensembles of the looser, less technical early jazz combos. Morton’s
music could be thought of as a written down, more disciplined King Oliver Band
sound, more polished and musically correct than the ODJB. Morton’s orchestral
style is in essence the New Orleans polyphonic style (called collective improvisation,
better described as heterphonic). Morton’s style included unison and harmonized
passages with solos, and a very melodic, harmonic and tonal sophistication which by
comparison made King Oliver’s early recordings no more than the work of an early
blues band using all the devices Morton used but with less orchestral skill and
clarity.
Morton’s orchestral style came from his piano style. His presentation of
orchestral jazz somewhat saved and preserved the original sound of an early jazz
band from what could have become a degeneration of the style.
An important point to make is Morton realized his short-comings in writing
down orchestrations and realized he needed technical help from staff arrangers,
but, his ideas and style, his musical concepts and their careful refinement and
evolution were his own. His progress was an important step that should be put in
historic perception - that jazz style can be written down and played by other
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musicians than the early New Orleans jazz musicians - this bringing jazz to
multitudes of legit dance musician - a legacy that spread jazz throughout the dance
halls of the world. Morton later took on the problem of a four-man front - a
challenge that opened the way to larger jazz groups and furthered jazz
orchestration that could be furthered by arrangers such as Redman, Grofe and Still.
It reached its zenith in the Jazz Age as this period in jazz history was the
‘arranger’s era.’

Original Jelly Roll Blues - 1925
Published in Chicago by Will Rossiter around 1915, it is said that J. P.
Johnson heard Morton playing it in New York in 1911. Jelly Roll built his pianistic
reputation playing this piece on his travels. As with all of Morton’s piano pieces, it
was written with orchestration in mind (or for the piano to sound like an orchestra).
The piece is very versatile and diversified in using many creative ideas. From a
bluesy introduction, there follows a characteristic trumpet fanfare. Morton uses the
12 bar blues progression very creatively. Starting at section A, with each beginning
a 4 bar phrase of blues progression repetitive and it is like hearing a cliché. There
are three choruses of blues followed by a transition at section D for 4 bars.
Beginning at section E there is a modified blues 12 bar progression. At section F
there is another 12 bar blues followed by another 12 bar blues statement. At section
H another blues variation is found which is followed at section I with another blues
section with each section different from the other. Section J is in the same modified
blues progression. This piece is one of the best examples of the way jazz musicians of
the early part of the 320th century used the blues progression and how truly creative
they were.

New Orleans Blues - 1925
This is a 12 bar blues Tango, using what is called the rhythm of the ‘Spanish
Tinge.’ Two themes emerge. Beginning at section A and B - different but coming
together in their 5th bar with the same melody, then branching off again in bar 8
until the end of the section. The second theme appears at section 3. This part stops
the tango rhythm and as Morton remarked ‘stomp.’ The piece ends with a
straightforward 4/4 feeling to the end.

Chicago Breakdown - 1925
Written in 8 bar phrases at Section A, section B contains jazz breaks leading
to a D. S. that repeats section A to a 3rd ending which goes to the trio and modulates
from Bb to Eb. The trio is also in 8 bar phrases (four times) with the last 8 bars
containing new material with jazz breaks and a source of textual contrast.
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Section B using material from the introduction. Section C is a repeat of
section A. Section D ends the piece with a length of 18 bars that includes some jazz
breaks, is also in song form of which the last 4 are extended by 2 bars.

Dead Man Blues - 1926
Considered Morton’s masterpiece, the piece begins with Chopin’s ‘Funeral
March’ in the first 8 bars. Within this piece we hear musical and rhythmic echoes,
polyphony, fragmented and split melodic lines, and stop time - all fads that reoccur
at key moments, giving order to the liveliness of the whole. The piece manages to
juxtapose a sober seriousness and a glinting sprightliness with complete and
deceptive success. The first theme (A) stated in a lightly dancing polyphonic chorus.
(This chorus echoed at the end by the fact the 3rd appearance of 3rd theme is also
played polyphonically). These 2 choruses bring early jazz style to its highest
development. Sections C and D present the 2nd theme with a series of blues
variations for clarinet and trumpet. Section E is reminiscent of the first theme. The
piece ends with the same Chopin quote.

Sidewalk Blues (Fish Tail Blues) - 1926
.’Sidewalk Blues’ begins with an 8 bar introduction with jazz breaks that
lead to section A. A 12 bar blues that is repeated. Section B is also a 12 bar blues but
with a different melody and harmony ending with a cadence in the bass in bars 11
and 12, as the "A" section does.
A transition of 4 bars with modulation from Ab to Db leads to section D.
Section d is a 32 bar song form in 8 bar phrases. It is presented in long tones (whole
and half notes) with two bars (7 & 8) in syncopated rhythm. This is reminiscent of
the feeling of ‘The Great Gate of Kiev.’ It ends with ensemble playing new, melodic
material. There is as coda of 4 bars that ends the piece in a Charleston rhythm.

Billy Goat Stomp - 1927
A stomp is defined as: “A heavy, strongly marked beat associated with early
ragtime and early blues form, characterized by stamping feet.”
Jelly Roll Morton’s emphasis on composition and well rehearsed,
coordinated performance was, during his era, unique and anti-theatrical in relation
to the primarily extemporized collective New Orleans style and is his best ensemble
work, especially with his Red Hot Peppers. Morton showed that composition and
meticulously rehearsed arrangements were not incompatible with the spontaneity of
improvised jazz but could in fact retain and enhance it. Ultimately he freed ragtime
from its narrow structures by developing within it an ensemble style embracing
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homophony, improvised polyphony, solo improvisations, breaks, and a constant
variation of texture and timbre.
Melrose published Billy Goat Stomp in 1927. Tiny Parham who helped
Morton in the arranging and the writing down of the piece assisted it. The
procedure of this collaboration between Morton and his arrangers will be studied in
this group of Morton compositions being played and written about.
This piece is in 8 bar sections, each more like a series of 8 bar riffs. There is
no return to any central phrase but each section is like a one bar jazz break with
and answered by the tutti ensemble. The final section is labeled a stomp and is like a
tutti riff. This is a very interesting piece.

Boogaboo - 1927
We are indeed fortunate to have had Morton and Melrose write down his
music and work closely with educated arrangers to write out Morton’s ideas on the
sound of early New Orleans jazz. In this song we can see the use of the blues scale in
the main theme (ex: at A, a flatted 3rd). At B we find a 16 bar section of 8/8 followed
by a new theme of 16 bars. At C another 16 bars of music uses new material. At D
there is a theme presented using the "A" theme. The theme of B is presented at
section E with a few substitute chords.

Hyena Stomp - 1927
The piece begins (section A) with a developed set of instrumental variations
on a theme or riff. Morton recorded the piece as a piano solo in 1938 and it is a
comprehensive and brilliant piece. The piece has only one theme and the basic
theme is stated in 2 measures and is harmonically modulated in 16 bars and serves
as an introduction. The next 16 bar the melody is stated again. There follows
melodic caricatures and embellishments, each based on musical ideas related to
what preceded and what follows.
Section B is a rhythmic variation that simplifies melody and harmony
drastically (like a barrelhouse variation). Section C is an elaborate lyric
transformation of the theme and presents a clarinet in the upper register with a
simplified melody - a quasi-second part to section C.
Section E is a set of variations made in the bass part imitating the phonic line
of the trombone. Section F is reminiscent of the trumpet figures. Finally, section G is
an ensemble tutti variation.

Wild Man Blues - 1927
This piece begins with an introduction that contains jazz breaks of 8 bars
length. The melody begins at section A and is in G minor in 4 bar phrases.
Interesting is bar 33 that moves between major and minor. It is a great example of
the progressive style of New Orleans early polyphonic jazz and its evolution to
Chicago style jazz, with solo breaks occurring throughout. More advanced harmony
and structure are used. There is a modulation at section 3 to C minor that uses the
theme stated at j1 but it contains jazz breaks instead of whole notes and the rhythms
of the first 8 bars, but with some slight alterations in the next phrase. The phrases
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and material differ from 1, using thematic motifs more often. It will be interesting to
compare section 1 and 3. Section 1 is 32 bars long. Section 3 is 30 bars long with a 4
bar transition to 4 Section 4 acts as an out chorus and is marked ‘boot that thing.’

London Blues (Shoe Shine Blues) - 1928
A very structured piece that has intrigued jazzmen in the later 30’s and
remains an implicit challenge to jazz performers and composers. It is a 12 bar blues
in form but it is ingeniously harmonized. The 4th section has the following chord
progression:
Bl/F7C#/Bb/Bb7/Eb Ebm/Bb Fm6/G7/C7/F7/BbEbBb

(Dr. Karl Koenig-Conductor/Founder)
Program
1 - The Boatman’s Song - Dan Emmett - 1843
2 - The Entertainer - Scott Joplin - 1902
3 - Deep River - Arrg. H. Burleigh - c18th Century
4- Philo Senate March - R. B. Hall - 1894
5- Black Queen Quadrille - R. Schlepagrell - 1886
6 - Comus Waltz - A. Dennis - 1856
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7 - Hello My Baby - Arrg. F. Beyer - 1896
8 - Cotton Pickers Rag & Cakewalk - W. J. Braun - 1899
9 - Southern Hospitality - Arthur Pyror - 1899
10- Peaceful Henry - E. H. Kelly - 1902
11- Alexander’s Ragtime Band - Irving Berlin - 1911
12- I Got The Blues - A. Maggio - 1908
13- Little By Little - J. W. Leopold - 1912
14- Jelly Bean - Joe Verges - 1920
15- Sister Kate - A. J. Piron - 1922
16- War Cloud - N. LaRocca/L. Shields - 1919
17- New Orleans Stomp - L. Armstrong - 1924
18- Snag It - King Oliver - 1926

The Boatman Song - 1843 - Dan Emmett
Written in the same year as the first performance of the Virginia Minstrels in
1843, its words depict a reflection of life on the Ohio River. We see a caricature on
the cover of the sheet music of the four original minstrels playing violin, banjo,
tambourine and bones (castanets). The chorus appears to have originally been sung
by Ohio River boatmen. Additional words are by Dan Emmett. The song has passed
into the tradition of American Folklore. The Minstrel show, the only original
entertainment form of American music, is a direct ancestor of jazz; its appearance
on the music scene enabled Black entertainers to enter the entertainment field of
America.

The Entertainer Rag - 1902 - Scott Joplin
Perhaps the man most responsible and best known for the ragtime era was
composer Scott Joplin. His compositions “The Maple Leaf Rag,’ was the first piece
of sheet music to sell a million copies. His rag, “The Entertainer” was made popular
in our time by its use in the motion picture “The Sting,” with a score adapted from
the music of Joplin by Marvin Hamlich. Written in 1902, it is a melodic and
rhythmic composition that has withstood the passing of time. While ragtime began
as a piano style, it was soon arranged for ensembles such as ours and became the
popular music of America as played by the numerous musical ensembles of the day.

Deep River - Arrg. H. T. Burleigh - c.18th Century
The Negro spiritual holds a place of importance in the development of early
American music. The art of singing a spiritual demanded a style and talent to
embellish a melody. This technique of improvising was one of the main influences in
the development and evolution of the jazz style, and was to be one of the most
exciting elements of jazz. Preserving these early spirituals - an oral music - was long
neglected, either from a lack of foresight, and/or the difficulty of notating an oral
musical technique, a style that presented a different performance each time.
Through the dedication and foresight of a few, some of these early spirituals were
preserved. Such a man was Robert Emmett Kennedy, from Algiers, Louisiana.
Kennedy wrote both the lyric and music of the spirituals he heard around the New
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Orleans area. These may be found in his books: “Mellows,” and “More Mellows.
(“Mellows has been reprinted and is available from Basin Street Press)
An emphasis and the realization of the importance of using American
national music of the Negro and the American Indian musical heritage was created
by the visit of the world renown composer Anton Dvorak in 1897. Through the
influence of Dvorak, a number of American composers began using Negro and
Indian melodies as compositional material. H. T. Burleigh, a pupil of Dvorak,
published a number of spirituals in his rich harmonic style, one of which is “Deep
River.”

Philo Senate March - 1894 - R. B. Hall
The Philo Senate March is a typical late 19th century march as played by the
bands of the late 19th century for either a street march or as a two-step in the dance
hall. The March style and form at this time was but one step away from the added
syncopation rhythm that led to ragtime. This evolution continued in the musical
evolution of jazz.

The Black Queen Quadrille - 1886 - R. Schlepagrell
Perhaps the most popular social dance in the city of New Orleans, a French
and Spanish City, was the Quadrille (Sic: a small square). The Quadrille is best
described as a type of square dance but with more ‘polite’ movements, more grace,
and more formal calls. It is a series of settings that alternate between the meters of
2/4 and 6/8. The movements were never in any set rhythmic pattern.

Comus Waltz - 1856 - A. Dennis
One of the earliest pieces of music that the John Robichaux music library
housed at the Tulane University Jazz Archives in New Orleans is the Comus Waltz.
It is a great example of the waltz genre, with beautiful but simple melodic lines and
stable basic harmonic structures, never going far from its D major center of the first
section. The waltz, when first introduced, was considered a very ‘risqué’ dance, and
one of the first to have the two partners hold each other. It is one of the most
graceful dances in dance history.

Hello My Baby - 1986 - Howard/Emerson
No less than Johannes Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a Paris nightclub. He
remarked how he really loved the rhythmic structure. Unfortunately, Brahms died
before he was able to use the rhythm in a composition. Brahms had used
syncopation in parts of his music, but never writing a full composition featuring
syncopation. Ragtime was the first style of music to use this rhythmic element
throughout a complete composition. Perhaps, in his way, he paved the way for the
syncopated rhythm of jazz. This arrangement begins with three sections of
unfamiliar melodies, but ends with the familiar melody of “Hello My Baby.”
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Cotton Pickers Rag and Cakewalk - 1899 - William Braun
One of the most popular arrangements in New Orleans during its
publication, the song is a great example of the cakewalk genre and its evolution to
ragtime. The composer, William Braun, was born in New Orleans in 1967. He
became a prominent bandleader in the city and was most famous for his association
with the Rex Carnival Krewe and the Pan-American Life Insurance Company
Band. He was associated with a great number of New Orleans Jazz musicians such
as Nick LaRocca, Emmett Hardy and Eddie Edwards. He died in 1942.

Southern Hospitality - 1899 - Arthur Pryor
Marked a ‘ragtime/cakewalk,’ we find the name of Sousa’s Band under
Arthur Pryor’s name on the composers’ credit. The introduction has an interesting
use of the cakewalk rhythm in tutti unison. It is marked, ‘Marcia Moderato’ again
linking the cakewalk music to the March and brass bands. Using both the cakewalk
rhythm and the syncopation of ragtime it is a bridge between the two styles that led
to jazz.

Peaceful Henry - 1902 - E. H. Kelly
Written by E. H. Kelly, it was a ‘hit’ instrumental piece and is notated as a
‘slow drag.’ It was named after an old black janitor in the basement of the building
used for band rehearsals, and was nicknamed ‘Peaceful Henry.’ It was published by
a Detroit Press and has a picture of a Negro youth on the sheet music cover. It is
very melodic and a charming piece of music.

Alexander’s Ragtime Band - 1911 - Irving Berlin
Written by the famous Irving Berlin, it became one of the most popular and
influential pieces of the early 20th century. It paved the way for the beginnings of the
famous ‘Tin Pan Alley.’ Berlin was a popular songwriter and whatever was popular
and selling at the time was the style of his next composition. Alexander was the
nickname used when persons of authority referred to a Negro orchestra leader.
Thus the name of the song was typical of the Negro jazz band. It is played from the
original arrangement published in 1911. Listen for quotes from ‘Swanee River’ and
’Dixie.’

I Got the Blues - 1908 - A. Maggio
While the origin of the blues is clouded, its popularity is not. Many of the
early jazz bands such as those led by Chris Kelly and Buddy Bolden had a
repertoire that was blues oriented. As the blues gained popularity, Tin Pan Alley
began publishing blues arrangements, many of which were not in the traditional 12
bar blues progression. One of the earliest published blues ‘I Got the Blues’ was
published in New Orleans in 1908 by A. Maggio, a local band leader. There is a
section using the minor form of the blues. I believe that it is an attempt by the
arranger to orchestrate a true Negro blues.
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Little by Little - 1912 - J. W. Leopold
This song, marked "March and two-Step" is in the typical song style of the
early decades of the 20th century. It is the beneficiary of the past evolution of
American popular music, from the quadrille to the cakewalks and rags, and the
popular music heard on the Broadwalk of Atlantic City. I challenge you not to like
this charming melody. Close your eyes and imagine you are back in the 20th century,
walking in the park while the band is playing on the town bandstand.

Jelly Bean - 1920 - Joe Verges
Written in song form, using simple harmonies and with the use of some
syncopation, ’Jelly Bean’ is a well-written and ‘swingin’ jazz arrangement by Joe
Verges. Verges was born in New Orleans, La. c1883. Having an early interest in
music as a youngster, he entered vaudeville in the early 1900’s and among his
associates was Eddie Edwards, the trombonist in the Original Dixieland Jazz Band.
Verges’ early success in song writing began in 1915 with the song, ‘Don’t Leave Me
Daddy,’ which became a local hit. Jelly Bean is typical of the early jazz songs being
played by jazz/dance ensembles, and is the result of early ragtime elements and
influences.

I Wish I Could Shimmy Like My Sister Kate - 1922 - A. J. Piron
A controversy remains to this day about the composer of this tune. Louis
Armstrong said he wrote it. Piron and Clarence Williams have their names on the
publication, which was published by the Williams Publishing Company in New
York in 1922. Piron had it copyrighted in 1919.
It is written that Louis Armstrong did compose ’Sister Kate.’ His title was
‘Up in Maddie’s Bunk,’ and Armstrong sold it to Piron for $52. Armstrong never
recorded ‘Sister Kate’ as he felt Piron took advantage of him and therefore did not
want to contribute to Piron’s royalties by recording it. For some strange reason,
Piron himself never recorded the tune.

War Cloud - 1919 - Nick LaRocca & Larry Shields
‘War Cloud,’ also recognized as ‘Fidgety Feet,’ begins with an introduction
that uses the cakewalk rhythm and proceeds to a 16th note theme reminiscent of the
‘12th Street Rag.’ This has a quasi stop-time part that begins the second section. The
name was given to the band’s piece ‘Fidgety Feet’ to help sell the arrangement as it
was a fad to give new songs an interesting name. While the melody for the first
section is in 16th notes, it is contrasted in the trio with a long not theme that sounds
more like the trio of a march. Composer credit is given to Nick LaRocca and Larry
Shields. It is labeled a ‘one-step.’ Perhaps the most familiar recording of the song
was by the famous wolverine Orchestra that included ’Bix.’

New Orleans Stomp - 1924 - Louis Armstrong
Louis and Lil Armstrong wrote New Orleans Stomp about two years after
Armstrong joined ‘King’ Oliver in Chicago. There is no real definition of a ‘stomp.’

60

Old timers say you stop your feet to each beat. In ‘New Orleans Stomp’ the trio
contains heavy accented quarter notes, four beats to a bar, which is a characteristic
of stomp time.

Snag It - 1926 - ‘King’ Oliver
Once jazz reached Chicago and moved onto the national scene, it became the
most popular dance music around. No one group did more to shape the jazz style of
this era then the Joe ‘King’ Oliver Jazz Band with Louis Armstrong on trumpet.
Though only on the scene for a brief time, Oliver’s place in jazz history is secure,
thanks to the influence of his ensemble.
"Snag It" is a true blues and was a big hit in its time. In it we hear minor
blues and the traditional jazz riff that leads to the blues choruses. The tempo is
taken fast on the record - usual for the day so that the whole composition could be
heard on one side of the disc. It should be taken at a slower tempo that would have
been played in life performances for dancing.
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(Dr. Karl Koenig-Conductor/Founder)
PROGRAM
1 - 1867 - Rain Fall & Wet Becca Lawton
2 - 1904 - One O’ Them Things
3 - 1908 - I Got the Blues
4 - 1914 - Magnetic Rag
5 - 1915 - Original Jelly Roll Blues
6 - 1915 - Broadway Blues
7 - 1916 - Jogo Blues/St. Louis Blues
8 - 1917 - Livery Stable Blues
9 - 1919 - Yelping Hound Blues
10- 1920/1922 - Medley of Blues by Well-Known Composers
1920 - Jerome Kern - Left All Alone Again Blues
1922 - Cole Porter - Blue Boy Blues
1922 - George Gershwin - Yankee Doodle Blues
11- 1923 - Jazz Baby Blues/Tin Roof Blues/Make Love To Me
12- 1926 - Snag It
13- 1946 - Boogie Blues
14- 1949 - Jumpin’ With Symphony Sid
15- 1858 - St. Louis Blues March

The Story Of The Blues
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The blues are a one-man affair, the expression of one’s inner feelings. They
began as a vocal treatment that sprung up among illiterate Negroes of the south’s
Mississippi Delta, using the prominent chords of harmonic music - I, IV, and V.
While primarily a vocal music, the blues influenced was technical and
melodic - the blues scale and characteristic style became a major influence in
spreading an authentic early ‘jazz sound’ to legit dance musicians and arrangers.
This can be seen in the numerous songs labeled ’blues’ but which did not contain
the authentic blues progression given above, but the melodic/harmonic style of the
blues, although the title might be labeled ’blues.’

Rain Fall and Wet Becca Lawton – 1867cc - anonymous
The earliest example of a ‘near’ blues is found in “Slaves Song of the Untied
States,” published in 1867. We probably will never be able to identify when the first
12 bar blues was played. Some scholars have stated that they have found traces in
tribal Africa. Many believe the blues, having various chordal progressions (the 12
bar being the most popular) evolved in the Delta area of the Mississippi River. In
‘slave songs’ we find the song "Rain Fall & Wet Becca Lawton."
It is not know who Becca Lawton was and there is no concrete knowledge of the
meaning of the song. It has been said that there was some tradition of grass not
growing over the grave of a sinner. It has also been said that if the Lord were
pleased with those who had been ‘in the wilderness’ he would send rain. It was also
said that the song always ended with a laugh. The song was also used as a rowing
song and when used as such, during the lyrics ‘rack back holy,’ one rower reached
over back and slaps the man behind him who in turn does the same, and so on. In
this small example, if one does not take the repeat we find the 12 bar blues form.

I Got the Blues - 1908 - A. Maggio
While the origin of the blues is clouded, its popularity is not. Many of the
early jazz bands such as Chris Kelly’s and Buddy Bolden’s Bands had blues
repertoire. Kelly was known in New Orleans as the ‘King of the Blues.
As the blues gained popularity, Tin Pan Alley began publishing blues
arrangements, many of which were not in the traditional 12 bar blues form. One of
the earliest published blues was ‘”I Got The Blues,” published in 1908, Written by

63

New Orleanian A. Maggio, this blues was part of the John Robichaux dance band
library.
The first section is in 12 bar blues form, with part of the 2 nd section not in
blues form but it precedes a statement of the blues progression in a minor key. This
piece shows the use of the traditional blues form but containing a section not in
blues form.

Magnetic Rag - 1914 - Scott Joplin
Magnetic Rag is the last rag from Scott Joplin’s pen. It was posthumously
published in 1914, three years after the publishing of Berlin’s ‘Alexander’s Ragtime
Band.’ The Tin Pan “Alley ‘rags’ hastened the fate of classical ragtime, as most
were easily played. Magnetic Rag interestingly possesses a quasi blues form in the
third section. In this section we find an extension of the harmony after the first four
bars, but can be called a use of the blues 12-bar form as it continues after these
inserted two bars. If played excluding the two bars you will hear a 12 bar blues
progression. Probably because of prestige, Joplin didn’t want to use the traditional
form as he felt it would degrade (musically) from his reputation and the song itself.
A description is found in the preface of Joplin’s collected piano works:
“Magnetic Rag” covers a range of moods unusual even in Joplin’s works, one
that almost strains the capacity of the short form. “Magnetic Rag,’ as pure music is
an impressive, although sadly premature, close to Joplin’s piano works. It hints at
future directions and demonstrates ragtime’s potential capability of expressing
profounder musical thoughts.”
Magnetic Rag tragically was to be the zenith in classical ragtime and
indicates the potential musical detachment that was to end soon after its publication.
It seems to have been foretold with Joplin’s choice of theme moods; the G minor
theme is somewhat presented in a pathetic vein, and the die is cast in the Bb minor
theme, a truly grave casting. Joplin also shows the use of ragtime syncopation in his
most profound musical statement that became his last artistic musical composition.
While the mixture of blues and rags enriched the ragtime vernacular, it also
detracted from its distinctiveness this Blues evolved a group of hybrids that
included elements of bluesy rags and raggy blues.

Original Jelly Roll Blues - 1915 - Jelly Roll Morton
Published in Chicago by Will Rossiter in 1015, J. P. Johnson had heard
Morton play the song in New York in 1911. Jelly built his pianist reputation playing
this piece on his travels. As with all of Morton’s piano pieces this piece was written
with orchestration in mind. (To have the piano sound like an orchestra). The piece
is very versatile and diversified in using many creative ideas. From a bluesy
introduction, it is next followed by a characteristic trumpet fanfare. Morton uses the
12 bar blues progression very creatively. Starting at A, each 12 bar blues statement
(there are 9) begins with a typical blues theme, many sounding like a known cliché.
There are e choruses of blues followed by a transition at D for 4 bars. Beginning at
E there is a modified blues 12 bar progression. At F there is another 12 bar blues
followed by another 12 bar blues statement. At H another blues variation followed
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at I with still another 12 bar blues statement. At H and I still more blues variations,
each slightly different. J is the same modified blues progression. This piece remains
one of the best examples of the blues style of jazz musicians in the early part of the
20th century, showing their use of the blues progression, and how truly creative they
were.

Broadway Blues - 1915 - Walsh/Sherman
The first section of this song is in a 16 bar song form, but sounds like an
expanded blues progression. The second strain is also in 8 bar phrases with use of
the blues third in the melody. This type of music was typical of the songs that were
sung on the vaudeville circuit by stars such as Sophie Tucker, who used a jazz band
in her portion of the show. The second strain melody is reminiscent of the St. Louis
Blues, published a year earlier.

Jogo Blues/St. Louis Blues - 1916 - W. C. Handy
Some of the early music published and played by dance bands consisted of
old riffs and melodies that had been played for year by older musicians. As an
example: ‘Tar Baby Stomp’ became ‘In the Mood.’ ‘Rusty Nail blues’ became ‘Tin
Roof Blues.’ ‘Praline’ became ‘Tiger Rag.’ An old blues riff was used by Handy for
‘Jogo Blues,’ a riff that eventually became ‘St. Louis Blues.’
A year before the publication of ‘St. Louis Blues’ Handy published this song called
‘Jogo Blues that used the main theme of “St. Louis Blues.’ Further theoretical
evidence is found in the title ‘Jogo’ meaning ’colored’ or the slang word used for a
Negro.

Livery Stable Blues - 1917 - N. LaRocca
The Original Dixieland Jazz Band (ODJB) recorded their historic session on
Feb. 26, 1917, using the ‘Livery Stable Blues’ on one side and the “Dixieland Jass
Band One Step” on the other. Robert Graham Music Publishers at 143 N. Dearborn
Street, Chicago, published the sheet music in 1917 Ill. The music gives credit to Ray
Lopez and Alcide Nunez as the composers and Marvin Lee as lyricist A second
recording was made in London on April 16, 1919. There was a legal battle in court
as to the authorship of the song - thus the two names.
The analysis of the recording can be found on the web sit:
<www.basinstreet.com>

Yelping Hound Blues - 1919 - Anton Lada
This piece is as true 12 bar blues, the first strain also using syncopation. The
La. 5 arrangement seems to present all the current clichés of early jazz, from the
various jazz associated rhythms, harmonies to the use of jazz breaks. The 2nd strain
however, is in 16 bar song form. This change from the opening presentation of 12
bar blues to 16 bar song form is common during this era of published jazz blues
compositions. The La. 5 formed in 1918 and were together only until 1920. The
personal included: Anton Lada, Yellow Nunez, Charles Panelli, Joe Cawley and
Karl Berger.
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Medley of Blues by: Kern, Porter and Gershwin
Most of the famous popular song composers of the era wrote blues. We have
made a medley of three composers: Jerome Kern, Cole Porter and George
Gershwin. Kern’s ‘Left all Alone Again Blues’ is not in the 12 bar blues progression
but in popular song form (AABA). The Cole Porter song, ‘Blue Boy blues’ uses a
theme reminiscent of the 1924 riff used in the ‘Rhapsody in Blue’ by George
Gershwin. The third section of ‘Blue Boy’ is close to a 12 bar blues, the only
exception is in the first 2 bars.
The third, Gershwin’s ‘Yankee Doodle Blues’ begins with a bass ostinato
pattern of descending quarter notes (G, F#, F, and D). A 12 bar blues chordal
progression is used with a limited use of blue notes-notably in the 10th bar).

Jazz Baby Blues (Tin Roof Blues) - 1923 - Richard Jones
Said to have been used as a blues riff by the famous New Orleans cornetist
Buddy Petit, most New Orleans musicians knew it as ‘Rusty Nail Blues.’ The
Clarence Williams Publishing Company published it in 1923, and compositional
credit is given to Richard Jones. Its first notoriety came from the New Orleans
Rhythm Kings (NORK) and was called ‘Tin Roof Blues.’ Kay Starr recorded it in
the 50’s with new words and called ‘Make Love to Me.’ The Jones version uses a
boogie bass in the introduction with some variation throughout.

Snag It - 1926 - Joe ‘King’ Oliver
Written by legendary cornetist Joe ‘King’ Oliver in 1926, "Snag It" became
a very popular song on its release in 1926. "Snag It" is a true blues with the use of a
minor key version within it structure. Many times recorded, the tempo on the early
records is faster than the usual dance tempo.

Boogie Blues - 1946 - Gene Krupa
The blues is found in many tempos, both slow and fast, and is arranged for
various sized groups, from small ensembles to the big bands of the swing era. One of
the greatest examples of big band blues it was recorded by the Gene Krupa
Orchestra in 1946. The arrangement contains room for solos and is ended by a very
swinging tutti section.

Jumpin’ With Symphony Sid - 1949 - Lester Young
A blues riff used by Lester ‘Prez’ Young became the widely popular
‘Symphony Sid. The Norman Granz concerts of jazz entitled ‘Jazz at the
Philharmonic’s and the disk jockey Sid Freidman, had an input into the naming of this
blues riff and arrangement. It has been one of the main themes/riffs used in jam session
and the present arrangement leaves plenty of room for solos.

St. Louis Blues March - 1958 - W. C. Handy/Gene Krupa
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First heard as a Negro riff, we now find the uniting of the blues form and the
march, a form that was an influence on the ragtime musical form. It is fitting we end
the concert with the combining of the blues progression and the march, both
ancestors and influences on early jazz. The W. C. Handy ‘St. Louis Blues’ is
arranged by Jerry Gray and was a ‘hit’ recording by Tex Beneke.

PROGRAM
1 - Comus Waltz - 1880 - Auguste Dennis
2 - Black Smoke - 1902 - Charles Johnson
3 - Moon Winks - 1904 - G. Stevens
5 - Ghost Dance - 1811 - Cora Salisbury
6 - Spooky Spooks - 1912 - H. Dalton
7 - There’s A Ghost in the Closet, I’m Afraid - 1912
Brockman/Weslyn
8 - The Ghost of the Violin - 1912 - B. Kalmar
9 - At the Devil’s Ball - 1913 - Irving Berlin
10- The Ghost Breaker - 1914 - Glogan /Falke
11- Teasin’ the Cat - 1916 - Charles Johnson
12- Skeleton Jangle - 1918 - Nick LaRocca
13- Ghost of Mr. Jazz - 1920 - Rose/Frost
14- I’m Looking All Around For A Vampire - 1920 - Creamer
15- I’m A Jazz Vampire - 1920 - Swanstrom/Morgan
16- Spooky-Ooky Blues - 1920
17- Black Cat Luck - 1922 - Spencer Williams
18 -Haunting Blues - 1922 - Hirsch/Busse
19 -Ghost of the Blues - 1924 - Brymn/S. Bechet
20 -Dead Man Blues - 1926 - Jelly Roll Morton
21 -Mystery Man - 1928 - Chon/Stokes
Composers since early times have composed classical music using the
supernatural as descriptive material, the most famous being “Orpheus in the
Underworld” (Monteverdi-1607) and more recently “Night on Bald Mountain”
(Mussorgsky-1860-66). Popular music composers also relied on material of this
genre. In this concert we feature jazz compositions of the supernatural. Happy
Halloween, from the Lake Arrowhead Early Jazz Band members.
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Comus Waltz – 1880 – Auguste Dennis
We begin our program with a waltz - the Comus Waltz. In late Roman
legend, Comus was the god of mirth and revelry. I might add to this program, while
organized as to titles having to do with the supernatural, in reality shows the
evolution of written jazz.
One of the earliest pieces of music in the John Robichaux dance music
collection, housed at the Tulane University Jazz Archives, the Comus Waltz is a
great example of the genre, with beautiful but simple melodic lines and stable
harmonic structure.

Black Smoke – 1902 – Charles Johnson
The color black has always been associated with scary, supernatural subjects
- black widow spiders, black death, black cats, black market and black smoke. In
our next number we find the use of ‘blue’ notes (flatted 3rd of the scale). Written by
Charles Johnson in 1902, ’Black Smoke’ uses rhythmic syncopation and was
composed using the cakewalk style.

Moon Winks – 1904 – G. Stevens
In legend the moon has a supernatural effect on mankind, especially in the
changing of a person into the frightful werewolf. In what seems to be ironic, we see
the name of a mazurka called ‘Moon winks.’

Ghost Dance – 1911 – Cora Salisbury
Continuing our program, we will be hearing songs written about ghosts,
devils, spooks, skeletons, black cats and vampires. We will also hear haunting,
spooky and mysterious music. So ‘be prepared to be scared.’ You will have fright
tonight and boast of ghosts.
This piece is marked ‘dance descriptive’ and is typical of the dance music of
the early 20th century. This piece is more difficult technically than other dance
music and has a classical style to it.

Spooky Spooks – 1912 – H. Dalton
Using the minor scale to depict the intent of the title ‘Spooky Spooks.’ The
piece is placed in 6/8, with melodic material found in both the violin and woodwind
parts and later in the lower brass. The tempo is marked ‘moderato misterioso.’ The
last section is in bb major with a D.S. leading back to the G minor of bar nine,
which in turn, leads to a coda of 8 measures.

There’s A Ghost in The Closet, I’m Afraid – 1912
Brockman Weslyn
Next - More ghosts. Described as a barn dance and Schottische, this piece is a
cute little melodic song with words characteristic of the songs of the era. The words
state, “The house is haunted, there’s a ghost in the closet.” The song does contain
some syncopation and uses a rather simple melodic line.
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The Ghost of the Violin – 1912 – B. Kahmar
We still have some songs to play for you about ghosts. This next song,
marked as a characteristic Two-Step and March, contains some difficult passages
using glissandos in the violin part with the use of the cakewalk rhythm and a lot of
chromatic passages. It is an early publication of Irving Berlin and, like the
previously played Ghost Dance, is more classical in nature.

At The Devil’s Ball – 1913 – Irving Berlin
Written by Irving Berlin in 1913, the song is labeled a Two-Step and March.
The song contains the cakewalk rhythmical and uses some syncopation. Berlin
always said he wrote ‘to sell.’ Whether it was ragtime, cakewalks, coon songs or any
ethnic song, he had no prejudice but wrote what was currently selling. “At The
Devil’s Ball” is a good example of the cakewalk, two-step, ragtime march, etc., all
combined into the evolving form and style of the rag.

The Ghost Breakers – 1914 – Glogau/Falke
No, this is not the theme music from the movie ‘ghostbusters’ but is marked a
"March and two-step" and is in 6/8 meter. This piece is a good example of the
March style being used as a dance piece using the two-step style in the guise of a
March.

Teasin’ the Cat – 1916 – Chas. Johnson
Most people don’t take superstition seriously. They do not believe in not
walking under a ladder or rubbing a rabbit’s foot and even go as far as teasing a
black cat. This next piece is dedicated to them. It is said to be the last ragtime piece
published before the era we call the ‘Jazz Age.’

Skeleton Jangle – 1918 – Nick LaRocca
Halloween is associated with ghosts, goblins and yes, skeletons. We present
the next song so we don’t neglect the scary skeleton. It was first recorded by the
‘Original Dixieland Jazz Band,’ the first jazz band to make a jazz recording.

Ghost of Mister Jazz – 1920 – Rose/Frost
There are many examples of ghosts in our literature and music in America.
As we are musicians and some of us are called ‘jazz’ musicians, we now play a piece
called “The Ghost of Mister Jazz.’

I’m Looking All Around For a Vampire – 1920 – Creamer/Layton
Throughout history, one of the more scary creatures to appear, sometimes in
human form, is the vampire. Maybe if we look around we can find one among us.
Our next song is called ‘I’m looking all Around for a Vampire.’ The song is written
in a jazz style. Published by the Pace/Handy Publishing Company, and arranged by
William Grant Still, it contains syncopation and what we have come to regard as
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jazz harmony. Could they be using the word vampire for the term used in music
called a ‘vamp?’

I’m A Jazz Vampire – 1920 – Swanstrom/Morgan
We have found our vampire and ‘he is us,’ as we play our next song entitled
‘I’m A Jazz Vampire.

Spooky-Ooky Blues – 1920 – C. Vanderslott
Marked ‘a song or fox trot’ the piece is a vocal showcase. It is not a
traditional blues pattern and has to have been written with a smile on the
composer’s face. The opening words state: “I heard a jazz band playing a spooky
tune. ”Sit back and enjoy "Spooky-Ooky Blues."

Black Cat Luck – 1922 – Spencer Williams
Written by Spencer Williams (Basin Street Blues), ‘Black Cat Luck’ begins
with a four bar intro followed by a two bar vamp - the traditional structure for jazz
tunes then. Like the songs of the era, there is syncopation used and we find the use
of the saxophone in jazz arrangements an instrument that would dominate in future
jazz arranging.

Haunting Blues – 1922 – Hirsch/Busse
Do you feel haunted and scared or has the last song made you feel lucky and
safe? Don’t let your guard down because we next hear another blues melody, the
‘Haunting Blues.’ It was written by the trumpeter Henry Busse and arranged by the
great Frede Grofe. It is not 12 bar blues but just a regular popular structure. The
song hints at blues style as so many jazz songs do0 during this early period of jazz
arranging.

Ghost of the Blues – 1924 – Brymn/Sidney Bechet
The use of the word blues’ in the title of a song was almost a guarantee that a
song would sell. There are too many songs written during the jazz era that are called
blues that are not true blues to even begin to mention. Our next song is associated
with ghosts and the blues and was co-composed by New Orleanian Sidney Bechet
and Tim Brymn.

Dead Man Blues – 1926 – Jelly Roll Morton
Considered jelly Roll Morton’s masterpiece, the song begins with Chopin’s
‘Funeral March’ in the first 8 bars. Within this piece we hear musical and rhythmic
echoes, polyphony, fragmented melodic lines, stop-time - all musical styles which
fade and reoccur at key moments, giving order to the liveliness of the whole. There
is presented a series of blues variations (true blues), given to the clarinet and
trumpet. The piece ends with the ‘funeral March’ quote.

Mystery Man – 1928 – Chon/Stokes
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The first change from what had become the standard Dixieland ensemble
came with the addition of another trombone and the use of the sax as the backbone
of the jazz ensemble. We see one of the earliest examples of the use of two trombones
in this arrangement. We end our Halloween program with the ‘Mystery Man.

Program
1 - Jelly Bean - 1920 - No use of Saxophone
1906 - 1917 - One Saxophone
2 - Sorella - 1906
3 - When You Hear Jackson Moan Upon His Saxophone - 1916
4 - Jasmo - 1917
1917 - 1922 - Two Saxophones
5 - War Cloud - 1919
6 - I’m A Jazz Vampire - 1920
7 - Whistling Blues - 1921
8 - Shimmy Like My Sister Kate - 1921
1923 - 1929 - Three Saxophones
9 - Red Hot - 1923
10- Nancy - 1924
11- Chattonooga Stomp - 1924
12- New Orleans Blues - 1925
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13- Charleston Hound - 1926
14- Old Folks shuffle - 1926
15- Wild Man Blues - 1927
16- Mystery Man - 1928
17- Harlem Rhythm Dance - 1933

The Use of The Saxophone In Early Jazz
The more than 3000 arrangements in the John Robichaux’s dance music
library gives us a sampling of the use of saxes in the contemporary dance orchestra
of the early 20th century. One of the earliest examples of the use of a sax in the dance
orchestra is a manuscript part written as an addition to the standard
instrumentation for the song “Sorella” for a C melody saxophone. There is no date
on the part and it could have been written later than the published date of the
printed parts that are marked with the date, 1906.
Interestingly, in 1907, we find a printed military band arrangement of
‘Mignon’ using 3 saxes (ATA). There is mention of saxes being used in the marching
bands of Louisiana in 1885 - an article in the donaldsonville ‘chief’ mentions the
purchase of a few saxes for the town band.
In 1910 we find 3 arrangements (out of 66) that use saxophones; a
manuscript part for “Chinatown’ written for alto and tenor sax (finding manuscript
parts might mean that publishers had not yet decided they should begin publishing
parts for saxes in regular arrangements). Two others: ‘In the Garden of My Heart’
(using C melody), and ‘Some of These Days’ (using alto, tenor and/or C melody), are
present and the way saxes are used will be the main direction of the program on the
use of the saxophone.
In 1911, we have three arrangements (out of 69) which use saxes: ‘Marietta’
(tenor), ‘Red Rose Rag’ (ATA), and, ‘somewhere A Voice is Callin’ (with a
manuscript part for C melody sax).
From 1912 through 1915, we find only 8 arrangements using saxes out of
1,238 arrangements - hardly a trend. The sax was still not a standard instrument in
the published arrangements during these years.
In 1916, we find 15 arrangements using various combinations of saxes: from
single sax to two (AT), one brass band arrangement using sax and two
arrangements for dance band with three saxes. Having three saxophone parts did
not mean there were three different parts as a sax section (like the 3 cornet parts of
a brass band), but each could double another printed part, or be a combination of
many parts doubling them at certain sections, or be sort of an obligato part.
From about 1906 to 1917 the majority of arrangements for dance bands
using saxophones are limited to one sax. There are a few arrangements using two
but their use was not as a sectional arrangement but as two individual instruments.
The use and number of saxes can be primarily divided into three periods:
1906 - 1917 - one sax
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1917 - 1922 - two saxes
1922 - 1929 - three saxes
1930 till today - four to five saxes
From 1917 through 1922, we find the percentage of arrangements using sax
up from 9% to 30%. In the year 1920 we find a trend of using two saxophones, the
alto and tenor. Of the 1920 arrangements found there are 216 arrangements using
saxophones, a large jump in percentage in the use of saxes.
In 1917 we find 25 arrangements using sax. The majority of the 25
arrangements are for two Saxes (AT). The percentage of saxophones found is 9%,
an increase from 1916 of almost 300%. In 1917 we find the first appearance of a
part for baritone sax in a march entitled: ‘War March.’
In 1918 we find 29 arrangements that use sax. Of the 19 we find the following
distribution:
sax parts - 19
tenor sax - 6
alto, tenor or C melody - 1
soprano sax - 1
C melody sax - 2
The songs with 2 sax parts are double with the first mention of the soprano
sax in an arrangement called ‘Sweet Child.’
In 1919, we find another large increase, the number of arrangements using
sax is up to 73 making it 22% of the yearly number. We see the continued use of alto
and tenor sax (19), which again doubles the previous year. There appear various
combinations of saxophone in the remaining 24 arrangements.
In 1920, we see a continued increased percentage in the use of saxophone
with 30% of the arrangements found using sax. Out of a total of 238 we find 93
using sax. The combination of saxes (using alto and tenor) is again prevalent,
numbering 73.
In 1921, we find the continued trend of the use of two saxophones. We find
136 arrangements using saxophones - 61% out of a total of 22. From 1920 the
percentage never drops below 60% and reaches a high of 83%. Eventually there will
be 100% in the 1930’s. Also found in 1921 are 15 alto and tenor combinations with
doubling on c melody sax, putting the total of alto and tenor combos to 143 out of
168. We do not count the double of the tenor part by the C melody as two parts only one part transposed for two different keys.
In 1922 with 281 arrangements listed, 141 of them use sax or 61%. Those
arrangements using alto and tenor combination number 83 of those 141. We also
see 19 use 2 altos and tenor or 3 saxes, but we see many doublings using C melody or
tenor sax subbing for 2nd alto and alto subbing for tenor. This shows another
increase in percentage although the total number of stock present from 1922 is
lower than the previous year. We find 4 parts in the arrangement ‘lady of the
Evening,’ and ‘Yankee Doodle Blues.’
There is only a small increase - from 61% to 65 % of stocks using saxes,
which comes to 121 out of 186 in the year 1923. Significantly there is as beginning of
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the use of 3 sax parts (32) alto and tenor parts (24), although we have 33 alto and
tenor parts. With C melody doubling putting the two piece sax parts to 57. This year
appears to be the year that the saxes are beginning to be written as a harmonic
section either in three or 4 parts.
4 saxes - 5
3 saxes - 32
A,T,C Melody - 33
The only 4 parts are: “I’m Goin South,’ ‘Indiana Moon, ’I’ve Got a Cross
Eyed Papa,’ and, ‘When You Walked Out Someone Else Walked Right in.’
In 1924, we find a large number of stocks using saxes - 111 out of 136 - 76%.
Seventy are ATA, 24 are 4 parts, and 14 are 2 parts (AT). The use of three sax parts
remains the most consistent combo until 4 sax combos and gradually to 5 that is the
present arrangement in ‘stage’ bands. We also find very little use of clarinets.
Clarinets in various numbers, are still found but in very few arrangements.
In 1925, the number rises to 82% or 100 of 121, and we see less use of a
clarinet. We also see an arrangement using 5 saxes (no bary included) called
"Outside of You." The majority of sticks are for 3 saxes (AAT) - 85 arrangements.
In 1926 the percentage of stocks using saxophones is at 83% or 133 out of
160. There is continuously less use of the clarinet. Three saxophone parts number
119 with only 14 not the same (11 written for 2 saxes).
In 1927, we find a drop in percentage of stocks using sax parts - 75% or 93 out of
123. The prevalence of 3 sax parts in seen (85 out of 93) - only 6 are for 2 saxophone
and one with 4 saxes. There is still use of clarinet and flute which will continue till
1935 (no flute and no clarinet). The popularity of 3 saxes continue until the 1930’s.
One stock contains 3 altos - ‘Kiss and Make Up.’
In 1928, a slight drop of percentage occurs - 74% from the previous year - 87
out of 117. One hundred and twenty-eight are in 3 parts, only 1 in 1 part and 11
with 2 saxophones. The trend for 3 part sax parts is now somewhat standard.
In 1929, while the total number of stock goes down to 65 the percentage of
these using saxes are at the highest level - 93% or 61 out of 65, the remaining (except
for one) are 4 part sax arrangements.
Saxophones were introduced into American Brass Bands in the 1990’s and in
the early 20th century in dance bands (1906)
1906 - 1917 - One Sax - Alto, Tenor or C Melody
Saxes were introduced into American Brass Bands in the 1880’s and in the
early 20th century (1906) in dance bands. During this era there were few
arrangements using saxophones and manuscripts are found of sax parts added to
published arrangements. We find alto, tenor and C melody saxes written for. The
majority of sax parts are written for only one sax. The sax part usually doubles
other parts, plays the melody in some sections and harmony in others. There are few
individual parts that do not double or support the other instrumental parts. I
believe the arrangements were first written for traditional instrumentation and then
a sax part was added.
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1917 - 1922 - Two Saxes - Alto and Tenor
Evolving around 1917 until 1921/1922 we find the popular use of 2
saxophones in dance arrangements, mostly an alto and tenor sax. While we see
appearances of more than 1 sax in a dance arrangement prior to 1917, during this
era we also find a prevalence of 2 sax parts. There is no sectional work for the
saxophones; they still double parts, both harmonic and melodic. There is evidence of
individually written sax parts, showing that arrangers were thinking of the sax as an
individual instrument, not just an added part for doubling but had not yet thought
of using the sax as a section like the brass.
1922 - 1929 - Three Saxes
Around 1922, we find the early arrangements of saxophones written as a
section and they become an integral part of the ensemble. As a result we have the
clarinet becoming less important as an ensemble sound but retaining a place in the
ensemble. The clarinet’s position will not be a part time instrument with the
arranger requiring the sax players to double on clarinet. We find sax sectional jazz
breaks and we find the use (with sectional established sax parts) of 3 or more saxes 2 altos and one tenor sax.
By 1924, we find the sax well established as an integral part of published jazz
arrangements and this era begins the modern era of arranging for an enlarged
dance ensemble.

Without a Saxophone
Jelly Bean - 1920 -Joe Verges
Joe Verges was born in New Orleans in 1882, having an early interest
in music, he entered vaudeville in 1912. His early success in song writing began in
1916 with “Don’t Leave Me Daddy,” that became a big local hit. He entered a
partnership with local composer Sam Rosebaum and Nick Clesi. This group evolved
into the Universal Music Publishing Company of New Orleans. Verges was also
associated with other music publishers nationally. He was very progressive in his
harmonies, using ‘swing’ chord progressions. Returning to New Orleans in 1940, he
remained in the city until his death in 1964, playing piano at local clubs in and
around the French Quarter

1906 to 1917 - One Saxophone
Sorella – 1906 – Borel/Clerc
Labeled as a ‘Spanish March,’ “Sorella” was popular in Paris, as was most
Latin music. This period was referred to as ‘The great Parisian craze.’ While no
date is given, the written out soprano saxophone part is mostly doubling cello. With
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many dance bands not having cello, this sax part is playing a part that might not
have been played. In some phrases the sax part doubles the trombone or clarinet.
Perhaps with the unavailability of cell players the sax gradually took over cello
parts and was to become the backbone of the dance ensemble.

When You Hear Jackson Moan Upon His Saxophone – 1916 – E.
Carroll
The arrangers are beginning to experiment on how best to write and use the
saxophone. We see this in ‘Jackson.” The tenor sax is used to play some harmony
parts, some pick-up notes and as a fill in and sometimes doubling trombone parts.
In the trio it mostly doubles the cello part.
‘Jackson’ is labeled a medley fox trot and is from Oliver Morosco’s play with
music ‘So Long Letty,’ from the lack of syncopation and other jazz related elements.
‘Jackson’ is more of a show tune and typical of the ‘straight’ popular music of the
era prior to the First World War. It is in three sections and includes an introduction
and a D. S. The first section acts like a verse to the chorus of the second section. The
third section contains one figure that uses one beat of syncopation, although with
the tie it sounds more like the following figure is an anacrusis to the following
melody, and seems mis-placed. It sounds like a lengthy introduction, as there is a
repeat back to the D. S.

Jasmo – 1917 – J. Klohr
In this arrangement the alto saxophone is written exactly as a duplicate of
the first cornet part. On the written cornet part we read: ‘lst cornet in Bb (or Bb
saxophone). In the part for saxophone we read: (solo) alto saxophone.
Jasmo is labeled ‘one-step oddity.’ We find in many jazz arrangements of
this period the use of the glissando on the trombone - a sound that is apropos of jazz
band sounds. It is played by the trombone - in written or improvised ‘jazz breaks’.
The violin and flute often double the cornet/sax melody with the 2 nd cornet the long
supporting instrument. The harmony is mostly covered by the chord
accompaniment on the piano. A good technique is required to play this piece. It
contains syncopation and a melody that contains grace notes and 16th note
passagework. While it was written for dancing it is also a good piece for concert.

1917 to 1922 - Two Saxophones
War Cloud – 1918 –Nick LaRocca
War Cloud (Fidgety Feet) begins with an introduction that uses the cakewalk
rhythm and proceeds to a 16 bar song form with a theme reminiscent of the ‘12 th
Street Rag.’ The name was given to the band’s piece ‘Fidgety Feet’ to help sell the
arrangement and it was a fad to give songs an interesting name. While the melody
for the first section is in 16th notes, it is contrasted in the trio with a long note theme
that sounds more like the trio of a march. Composer credit is given to Nick LaRocca
and Larry Shields. It is labeled a One-Step.
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I’m a Jazz Vampire – 1920 – A. Swanstrom
This piece (marked a fox trot) and the arrangement is a very good example of
a swinging jazz tune at the beginning of the jazz age - approx. 1920. There is a four
bar introduction leading to section A that is 14 bars long. Section b uses
introductory material with 2 cadences. Section c is 10 bars long with a quarter note
motif. Section d uses material from the introduction and material from section B for
4 bars with a four bar extension. Section E makes use of material from section C for
6 bars. Section f again uses introductory material - two bars the same with a 4 bar
extension. The sax parts have shown some independence and play some harmony
support but doubling is still frequent.

Whistling Blues – 1921 – J. Diamond
After a 4 bar introduction and a two bar vamp, the main structure (in two
sections) begins at A, is in two 8 bar phrases, direct repetition except for the ending
cadence in bars 15 and 16. Section B is similar in structure but with an extension of
2 bars. There is some use of syncopation but we know there is no use of blue notes
nor is it the traditional 12-bar blues form. Published by the Pace/Handy Music
Company, it is noteworthy that the arranger is the prominent Negro composer,
William Grant Still.

Shimmy Like My Sister Kate – 1922 – A. J. Piron
The authorship of this song is still disputed with Louis Armstrong claiming
that it was his melody. Piron published the tune under his own name and it became
the hit of the Jazz Age. Armstrong never recorded the song, not wanting to make
any money for Piron by sales under his name.

1923 to 1929 - Three Saxophones
Red Hot – 1924 – Frank Trumbauer
Red Hot is written by a quartet of composers with Frank Trambauer being
the best known. It is labeled ‘A shimmy blues fox trot.’ After an introduction the
first section begins with a figure reminiscent of a Charleston rhythm, the chorus, 32
bars long with 2 jazz breaks, presents a vocal that explains the title. On the score we
read:
“Red Hot that band is ‘Red Hot.’ What it takes they’ve got. That’s all. O
your dogs start walkin’. There’s no use talkin’. One thing you’ve got to give em’
they play rhythm that just keeps you swayin’ with em.’ I’ll bet you just can’t help
step, ‘cause brother, what pep they’ve got. There’s only one answer. Ev’vy dancer
when they start to play will holler ‘don’t Stop” “cause they’re ‘’Red Hot.”

Nancy – 1924 – Black/Moret
Written for three saxophone parts with the flexibility of three altos or an alto
and 2 tenors, it also included parts for 2 clarinets. It uses three saxophones in
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harmonic section work. There is a sax trio section at C using the melody harmonized
showing the coming to date of saxophone used as a complete section. We can see the
evolution of saxophone arranging in the developing concepts of dance band music.
There still remains the problem of what to do with the clarinets. They will solve this
problem by having the saxes doubling on clarinet. The tempo is a brisk two to a bar.
From 1923 we see the prominence of the saxophone and the decreasing use of the
clarinet, flute, and violin. While clarinets will be used in combination with saxes, the
violin and flute would be dropped from the ever-popular jazz/dance orchestra,
except in the large orchestras of theaters or the ‘symphonic orchestrations’ of
Whiteman and Lopez. This is the last hurrah of the ragtime/Atlantic city style of
popular music and we see the emergence of the ‘jazz song’ that would now
monopolize the pop music scene. In this arrangement we find arrangers continue to
try and use the clarinet as a section but this practice is to become obsolete except in
their use in searching for new combinations of sound for the ‘swing’ bands of a later
date. We find arrangers using two clarinets, a practice that was doomed from the
start.

Chattanooga Stomp – 1924 – Joe Oliver
This song (spelled with only one ‘T; in the printed page) was published by
Melrose, a publisher that was jazz oriented and was written by A. Picou and Joe
‘King’ Oliver.
A syncopated main theme is stated after a 4 bar introduction. It is written in
the traditional 4 bar phrase format. It quotes a phrase from the Washington Post
March of Sousa. The trio has a jazz break in the 15 and 116 bars.

New Orleans Blues – 1925 – Jelly Roll Morton
This is a 12 bar blues Tango, using what is called the rhythm of the Spanish
Tinge. Two themes emerge. Beginning at section A and B - different but coming
together in bar 5 with the same melody, then branching off again in bar 8 until the
end - bar 12. The second theme is at 3. This part stops the tango rhythm and as
Morton remarked ‘stomp.’ The piece ends with a straightforward 4/4 feeling to the
end.

Charleston Hound – 1926 – Clarence Williams, Spencer Williams,
“Fats” Walla & Ed. Rector
The dance called the Charleston first appeared in the Black musical comedy
‘Lisa’ in 1922. James P. Johnson’s composition the ‘Charleston’ became enormously
popular in 1923 and became associated with the Jazz Age. The tempo was fast, 50-60
per minute, with its characteristic rhythm was used in other songs and dances of the
era, especially the ‘Black Bottom.’
Charleston Hound was written by four of the biggest names of the popular
composer’s field: Clarence Williams, Spencer Williams, Thomas ‘Fats’ Waller and
Eddie Rector. It is labeled a fast fox trot. It was written in 1926 and published by
the Clarence Williams Publishing Company. The song is basically in song form or 8
bar phrase structure. After a two bar introduction there is what can be called a
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verse of 16 bars. The main theme is then presented at B with some scat lyrics. The
sections that follow are variations on the first them at A. Section D are orchestrated
for 3 clarinets. The last section is marked pp and there is a D. S. and ends with a 4
bar coda. There are jazz breaks and great tutti riffs throughout, making this a real
swinging arrangement.

Old Folks Shuffle – 1926 - Clarence Williams & “Fats” Waller
Co-composed by Clarence Williams and Thomas ‘Fats' Waller, both gentlemen are
noted for their talent on the piano. Waller became a national early jazz figure.
There is a great use of jazz breaks in bars 7 & 8 of the 2nd section. The ending 3rd
section is a ‘hot’ chorus presented for the trumpet and trombone after a D. S.,
followed by a tutti section written for 3 soprano saxes but usually played by
clarinets. The piece ends in a stomp ensemble that presents the same break heard
earlier.

Wild Man Blues – 1927 – Jelly Roll Morton
This piece begins with an introduction that contains jazz breaks of 8-bar
length. The melody begins at section A and is in g minor in 4 bar phrases.
Interesting is bar 33 which moves between major and minor. It is a great example of
the progressive style of New Orleans early polyphonic jazz and its evolution to
Chicago style jazz, with solo breaks occurring throughout. More advanced harmony
and structure are used. There is a modulation at # to c minor that uses the theme
stated a 1 but it contains jazz breaks instead of whole notes and the rhythms of the
first 8 bars, but with some slight alterations in the next phrase. The phrases and
material differ from 1 using thematic motifs more often. It will be interesting to
compare section 1 and 3. 1 is 32 bars long. 3 is 30 bars long with a 4 bar transition
to 4. Section 4 acts as an out chorus and is marked ‘boot that thing.’ This sounds
like a New Orleans 'last chorus tutti fortissimo' section of 32 bars. It is a good
example of an early jazz sound and has as great New Orleans jazz feeling to it.

Mystery Man – 1928 – N. Chon
The first major change from what had become the standard Dixieland
ensemble came with the addition of another trombone and the use of the sax as the
backbone of the jazz ensemble. We see one of the earliest examples of the use of two
trombones and a sax section in this arrangement of ‘Mystery Man.’

Harlem Rhythm Dance – 1933 – Clarence Williams
Written in 16 bar song form the 2nd repeat is extended 2 bars, followed by a 4
bar transition and modulates from Eb to Ab, then goes to F. The theme is presented
again in the Ab section. Seems like a series of jazz riffs thus the name and use of
rhythm in the title. Possesses lyrics in jazz slang and is marked ‘swingy and fast,’
and is just that. A real crowd pleaser.
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THE DANCE
EVOLUTION IN
AMERICA
Featuring the:

Lake Arrowhead
Early Jazz Band

(Dr. Karl Koenig-Conductor/Founder)
The Dance and Jazz
The dance and jazz music are family - they grew up together and influenced
each other and could not exist without each other. EARLY JAZZ WAS DANCE
MUSIC. It was not concert music nor was it a solo improvising media.
Early jazz and the various jazz dances were not accepted in polite society and
indeed was said to be accompanied by ‘low-lifes,’ criminals, prostitutes and other
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less than acceptable characters. As the moral levels of society changed, many early
standards lowered. With the emergence of better musicians, jazz progressed to an
artistic level and was then accepted into the musical scene of first, America, and
then the world.
The emergence of the support of the younger generation made this transition
from the old dances to the new jazz dances possible. We can also thank the ‘Castles’
for their efforts and indeed by example managed to refine and bring the dance to an
acceptable level.
Jazz and the dance, when performed properly, by good artist can and did
reach out and continued its artistic progress and development.
The early jazz dances were attempts at self -expression.

Program
1 - Cakewalk - 1895
2 – Quadrilles - 1896
2 - Lancers - 1897
3 - Waltz - 1750
4 - Polka - 1844
5 - Galop - Mid 19th century
6 - Schottische - 1850
The Jazz Dances
7 - Two-Step - 1890
8 - One-Step - 1903
9 - Charleston - 1920’s
10 - Grizzly Bear - 1910
11 - Shimmy - 1920’s
12 - Fox Trot - 1914
13 - Tango - 1917
14 - Lindy Hop/Jitter Bug - 1934
The Cakewalk - 1899 - Cotton Pickers Rag & Cakewalk – W. J. Braun
The Cakewalk was one of the most famous of a group of plantation dances
that were competitive. This dance developed as a parody of plantation masters’
aristocratic manners by slaves. The slaves had witnessed the owners dancing the
quadrille and other pattern dances, and imitated their stiff upper bodies while
contrasting it with loose leg movements. Eventually the owners began to enjoy
watching the comic antics and held contest between dancers and plantations for the
best dancers. It was customary for the winner to receive the prize of a cake. The use
of improvisation as a way to display a dancer’s individual traits was paramount in
the development of the dance in America.
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The Quadrille - 1886 - The Black Queen Quadrille – R. Schleperell
The Quadrille was the most popular dance around New Orleans during the
birth of jazz. It was a very refined dance and was danced by most of the population
of the city - Creole, Black and White dancers). Lady Jersey introduced the
Quadrille, via Paris, in 1815. The earliest printed description found is in an
anonymous booklet entitled Le Maire a Danser, or the Art of Dancing Quadrilles,
published in 1820. Four couples should dance quadrilles, each couple occupying one
side of the square. Quadrilles (sic: a small square) is written in both 6/8 and 2/4
meters, alternating but with no set structure.

The Lancers - 1897 - Woodlawn Lancers - Holst
At once one can see the training that is needed to understand and dance the
Quadrille and Lancers, a dance even more complicated. The combination and
movements that form the figures of the Lancer, are certainly more attractive than
those in the plain Quadrille. They are necessarily somewhat more complicated, and
require, perhaps, a greater degree of precision in attempting to execute them. They
consist of five figures, and can only be danced by four couples in a set.
The Lancers were originally done by mounted horsemen and later brought to
the ballroom floor.

The Waltz - 1880 - Comus Waltz – A. Dennis
There is a definition of the Waltz in the Encyclopedia of Dance that states:
“The real origin of the Waltz is rather obscure, but a dance of turns and
glides, leaping and stomping appeared in various parts of Europe at the end of the
17th century and the beginning of the 18th century. In Italy it was the Volta, France
had its Volte, Germany the Weller and Austria had its Landler. These were round
dances but at the end of the dance itself there was a short period in which the circle
would break up into couples who would whirl madly round and round and finish
with a jump in the air. In the Landler the hopping gave way more to a gliding
motion and that is why it is considered the forerunner of the Waltz. The Waltz can
be traced back as far as 450 years. The Waltz regained its real popularity in the 20th
century. The Waltz blossomed out as the Hesitation Waltz in 1913. Until the
development of the hesitation, couples had waltzed in one direction until dizzy and
then reversed until ready to drop. The Waltz had degenerated into an endurance
contest. The hesitation resulted in the Waltz as it is done today. The slow Waltz was
once known as the Boston Waltz. Today the slow Waltz is the American Waltz,
English Waltz or just Waltz, and the faster is the Viennese waltz.”
Another small article is taken from Grolier Electronic Publishing, Inc.:
“The Waltz is a turning, gliding dance in ¾ time that overcame initial
opposition to revolutionize, and ultimately dominate, social dancing from 1750 to
1900. Its most shocking innovation was the closed hold, in which each couple danced
face to face with arms wrapped ‘immodestly” around one another, now the accepted
ballroom position. A direct outgrowth of the German and Austrian Landler and
Deutsche. The Waltz appeared in France after the Revolution (displacing the
minuet) and in England in 1812. Its universal adoption marked the first occasion in
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centuries that mass taste prevailed in dance without the official sanction of either
courts or dancing masters. The Waltz required little skill: six evenly accented steps
completed a full turn in two bars of music; the turns were repeated endlessly as the
couples swiftly circled the dance floor. The brilliant Waltz music of Johann Strauss,
Sr., and Josef Lanner inspired the Viennese Waltz, which stressed the first step in
the sequence and doubled the prevalent tempo. Today’s polite Waltz is virtually
identical to the vigorous original.”
The Waltz became very popular in Vienna, with large dance halls being
opened to accommodate the craze. In London, it caused a great sensation, and Lord
Byron, when he first saw it, found his lady friend clasped closely by “A hugehussar-looking gentleman, turning round and round to a confounded see-saw, updown sort of turns like two cockchafers spitted on the same bodkin.”

The Polka - 1893 - Under the Balcony – J. Zimmerson
The Polka was introduced to society around 1844. It is said that a Bohemian
girl (Anna Slezak) created it in 1834. The basic step consists of preparatory hop
followed by a chasse done first to the left then to the right. It is in duple time.
It is said that it was originally a Czech peasant dance. It was introduced into
the ballrooms of Prague around 1835. The name means ‘half-step.’
It is also said that in 1840, Raab, a dancing teacher of Prague, danced the
Polka at the Odeon Theater in Paris where it was a tremendous success. Dance
masters in Paris took the new dance and refined it for their saloons and ballrooms.
These dance academies were swamped with pupils and recruited ballet girls as
dancing partners to help them teach the Polka. This attracted many young men
who, like young men, were not only interested in the dance but also in the attractive
teachers. This may be one reason that dancing developed a bad name.
By the middle of the 19th century it was introduced in England but didn’t
reach the popularity it had gotten on the continent. By this time it reached the
United States. Both the Waltz and the Polka eventually replaced the contradanse
and the cotillion.

The Galop - 1902 - Cresceus Galop – W. E. Strong
The popularity of the Polka led to the introduction of other like dances,
including the Galop - a dance coming from Hungary. It was in 2/4 and it was a
springy step, also with a glissade and a chasse around the room with occasional
turns. The music used many times was a fast Polka. The Galop was particularly
popular as the final dance of the evening.

The Schottische - 1903 - Dancing Topsy - R. White
The Schottische is similar to the polka. It is characterized by the clapping of
hands after having taken three hopping steps. It is written in 4/4 meter. The dance
had a considerable vogue in England during the mid-19th century. First danced in
England around 1848 it was a round dance with music somewhat similar to the
Polka, but played slower. We State:

83

‘In the year 1850 there appeared in all parts of Europe the ‘Schottische,’ a
round dance which had, as early as 1844, been executed in Bavaria under the name
‘Rheinlaender,’ and in the Rhemish countries it was known as the ‘Bavarian Polka.’
It is German in origin and one can only hypothesize that when asked to play the
dance a Polka was used in slower tempo.”

The Jazz Dances
The Two-Step - 1913 - At the Devil’s Ball - Irving Berlin
The Two-Step appeared around 1890, the earliest arrangement I have is
1893. Its origins are unclear but may include the Polka, Galop and/or Waltz. The
dance consists of sliding steps to the side in 2/4 meter. It was one source of the Fox
Trot, which became its successor about 1920. It is more or less a double-quick
march with a skip in each step done as rapidly as a couple can go forward.

The One-Step - 1918 - At the Jazz Band Ball - Nick LaRocca
The One-Step evolved during the turn of the 20th century. It reached its
popularity in the late teens of the 20th century. In the early 20th century we find a
tutor book of B. Feldman - “How to dance the One-Step.”

The Charleston - 1926 - Charleston Hound - Spencer Williams
The Charleston is a dance that uses a frenzied combination of swinging arms,
kicking legs, and turned-on toes and knees in a syncopated 4/4 meter. It was the
ballroom sensation of the 1920’s. It is thought that it was named about Charleston,
S.C. and probably evolved from the black dance steps common in the south,
specifically the JayBird and the Juba. It took on a fast, flapping kick in Harlem. It
was introduced in “Runnin’ Wild,” in 1922 in an all-black revue and took the U. S.
by storm. Those who avoided the Shimmy as too effeminate danced with greater
abandon than the women did.

The Grizzly Bear - 1910 - Grizzly Bear Rag - G. Botsford
This is a dance that the woman threw and wrapped herself around her
partner in what at that time 1900-1910 was considered very shocking. A simple
ragtime dance followed its daring overture.

The Shimmy - 1922 - Shimmy Like My Sister Kate - A. J. Piron
The Shimmy was probably the most controversial dance of the 20’s. It was a
shaking of the shoulders and the whole body. Two of the vaudeville gals that
featured the Shimmy were Gilda Gray and Bee Palmer.

Fox Trot - 1920 - I’m A Jazz Vampire - A. Swanson
The Fox Trot is said to have originated in the summer of 1914 by
Vaudevillian Harry Fox) born Arthur Carringford in Pomona, California in 1882).
In early 1914, Fox appeared in vaudeville in the New York area. His troupe was
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hired to provide vaudeville between shows at a theater. As part of the act Fox was
performing trotting step to ragtime music and people began to refer to his strutting
as “Fox’s Trot.” It was G. K. Anderson to settle the style of the Fox Trot. The
popularity spread and evolved into a ballroom dance. It was a dance that could be
adapted to the slow syncopated 4/4 rhythm of early jazz. The Fox Trot probably was
the most significant development in all of ballroom dancing. The combination of
quick and slow steps permitted more flexibility and gave much greater dancing
pleasure than the One-Step or Two-Step, which it replaced. There is more variety in
the Fox Trot than in any other dance. Variations of the Fox Trot include the
“Peabody,” the “Quickstep,” and the “Roseland Fox Trot.”
The original dance had a tempo of about 160 beats per minute. It rapidly
became popular in New York and a year later in London. It was fashionably
regarded as a rebellion against 19th century dancing, as it used parallel feet (rather
than the turned out feet of the Victorian dances). Around 1922, the trotting steps
were discarded for a less energetic movement called the “Saunter.” By 1927 the
dance was called the slow Fox Trot and was characterized by smooth gliding
movements. Since that time, the dance has been developed into two derived forms
internationally: the “Quickstep’ and the “slow Fox Trot.” The slow Fox Trot is
performed to slower music (120 beats per minute), and retains the walks and pivots
of its predecessor. It was made popular also by the dance team of Vernon and Irene
Castle.

The Tango - 1923 - Round the Hall - P. Biese
The Tango evolved in Buenos ‘Aires, Brazil at the end of the 19th century. It
is said that it evolved from the Milonga, a lively, suggestive Argentinean dance, and
the Habanera of Cuba. By the 1920’s it had become a standard ballroom dance in
Europe and the United States. It evolved into a flowing, elegant dance accompanied
by somewhat melancholy music with a characteristic tango beat. The Tango caused
a sensation in dancing circles and is danced in both the closed position and in
various types of extravagant dance relationship which incorporate a particular
freedom of expression.
The Tango uses some of the same step patterns as other ‘walking’ dances,
including the Fox Trot and the Quickstep. No other dance but the Tango connects
two people more closely and emotionally as well as physically, part of this is the
dance position. Partners face the same direction (the women’s right, the man’s left)
and so dance almost cheek to cheek. You also keep your arms around each other for
the entire dance. The dance begins in a standard dance position, keeping your upper
body straight, then shift your weight onto the balls of your feet. This will push you
and your partner together.

Lindy Hop & Jitterbug - 1933 - Harlem Rhythm Dance – Clarence
Williams
Ray Bolger, a famous dancer named the dance after Colonel Lindbergh after
his flight over the Atlantic. This ‘swing’ dance had as much ‘air time’ as possible.
However the acrobatic style of exhibitionist was toned down for the regular dancers.
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There are many varied steps and it is not a dance that stations the partners together,
many of the steps being done by holding your partner’s hand extended and doing
dance steps apart, swinging in circles, going under the held hands and inventing
new step in various hand positions. In the mid 1930’s a bouncy six beat was named
the Jitterbug, being introduced in 1934 by bandleader Cab Calloway in a tune
called the Jitterbug. By the end of 1936 the Lindy and Jitterbug were sweeping the
country.

The Latin
Influence in
Early Jazz

Featuring the:

LAKE ARROWHEAD
EARLY JAZZ BAND
(Dr. Karl Koenig-Conductor/Founder)
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The Latin Influence in Early Jazz
Latin American musical elements are found in early jazz. Louis Maurice
Gottschalk was one of the first American composers to use these Latin American
rhythms in some of his early compositions that were influenced by his Creole
upbringing in New Orleans. We find a tango rhythm in Neil Moret’s Cubanola; in
Scott Joplin’s & Louis Chauvin’s Helioprope Bouquet; many of Jelly Roll Morton’s
compositions where he uses the rhythm as an ostinato bass pattern; as well as W. C.
Handy’s St. Louis Blues. Morton referred to this rhythmic element as the “Spanish
Tinge” and claimed that it was essential to jazz.

PROGRAM
Louisiana From Havana - 1899
New Orleans Blues - 1925
Camilla - 1913 (Cotton Pickers Rag & Cakewalk - 1899)
Hello My Baby - 1899
Caballero (1900)
El Paso - 1900
Cubanola - 1913
Maurice Tango - 1912
Mexi-Tango - 1914
Round the Hall - 1913
Flor De Brazil - 1914
Bohemian Life - 1914
Jogo Blues/St. Louis Blues - 1914
Mexico - 1904
Amorita - 1920
Rosy Posy - 1922
New Orleans Stomp - 1924

Louisiana From Havana – 1899 – T. Fenester
Our first composition is listed as a March and Two-Step and is entitled
“Louisiana From Havana.” Many of the early music played for dancing was played
with a number of possible dance stylings. The march was used for dancing, and
because of its two-beat rhythm it was used for other dances such as the Two-Step
with the only difference - a different in tempo. The Two-Step was played at a faster
tempo. From the title we are reminded of the close proximity of the city of New
Orleans to the Caribbean and the Southern Hemisphere. New Orleans is probably
the most foreign of American cities having direct heritage ties to France, Spain and
other European countries. Their most direct ties were to France and Spain. New
Orleans acquired the Spanish heritage during the time that Spain owned New
Orleans - from 1762 to 1800 - 38 years. There was also a strong influence from
Africa. Most slaves brought to the New World were routed to countries in South
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America for orientation before coming to the U. S. The total of slaves that ended up
in America was a very small percentage (2 percent). Those brought to the U. S.
surely brought with them both African and Latin influences in their music - both
cultures stressed rhythm although the Latin musical culture was from Spain and
Portugal.
One of the earliest dance band arrangements found with an inference to
Latin America is the 1899 song “Louisiana From Havana.” It is a March and TwoStep and shows the emergence of ragtime into the march form.

New Orleans Blues – 1925 – Jelly Roll Morton
This Latin influence is seen in the reminiscences of early jazzmen who
mention at least two dozen musicians with Spanish surnames. The great Jelly Roll
Morton, a local New Orleans musician of Creole descent (the title Creole, when first
used meant a person of Spanish or French genes, the Negro, when of mixed blood
was called a Creole of Color). Morton, in a number of his compositions used what he
called a “Spanish Tinge” - music with a Spanish flavor. In Morton’s composition
“New Orleans Blues” we find the Tango rhythm prominent.

Camilla (Chilean Dance) - 1913 - (Cotton Pickers Rag and Cakewalk) –
1899 - Bone
We find the Latin rhythm in numerous popular American sheet music. An
interesting example is found in the Creole folk song “Song of Mockery.” The song
introduces a Habanera rhythm. There is no date for this composition as is the case
in most folk songs, but it is assumed that it is around the 18the century. In another
Creole song “Croony Melody,” we find a Maxixe rhythm. The startling find is that
this Habanera rhythm (in double time) is in reality the same rhythm as the
Cakewalk rhythm. The cakewalk craze saw its zenith around 1899. The connection
of these two very well defined rhythms is still being explored and perhaps we will
never find the answer but the connection is too strong to ignore.
Gilbert Chase, in his book: “The Music of Spain,” (page 262) states: “The
music of Spain choreography is purely a Creole development.” We also find a
possible European influence that dates from the end of the 15th century with a very
strong Creole influence becoming apparent in the 17th century.
The band will play two melodies using the Habanera rhythm and the
cakewalk rhythm and add the percussion playing both melodies with both rhythms.
The first: “Camilla,” the second “Cotton Pickers.” It is impossible to tell which is a
cakewalk and which is a Latin melody. Now we add the percussion rhythm. First is
the Cakewalk rhythm (to the Chilean melody), next the Habanera rhythm to the
cakewalk. Next we switch rhythms. You cannot tell which is which. Let us play each
one in its original form.
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Caballero (Mexican Quadrille) - 1900
The origin of the Quadrille is French (In French the word Quadrille means
‘a small square’). We find this French influence also in Mexico. Mexico’s culture
was more European with little African influence. The Quadrille was the most
popular dance of New Orleans society. With the French influence in Mexico it is not
surprising to find this form with a Mexican name in its title.
El Paso – 1900 - Anthony
The popular forms in Mexico were at a time influenced and dominated by
the Waltz. This can be seen in a published arrangement dating 1900. The Waltz was
an influential form in many countries and one of the first ‘risqué’ dances, where
dancing partners actually held each other close. In 1884 the 8th Mexican Regimental
Band played at the Cotton Exhibition in New Orleans. One of their most successful
and popular tunes was the Waltz ‘Over the Waves.’ This band was a great influence
on early New Orleans jazz musicians and especially the sounds of the woodwind
instruments. Prior to this concert most marching bands did not include woodwinds
and it brought the woodwinds to the attention of local New Orleans musicians.

Cubanola – 1913 – H. B. Blanke
One jazz historian speculated that “Ragtime bands were the result of New
Orleans musicians trying to play Mexican music.” Another says that: “Another
possible source of ragtime rhythm is dance music of the Caribbean and South
America, from pieces variously referred to as danzas, Habanera, and tangos.
Moreau Gottschalk uses these rhythms in the mid-nineteenth century. Gottschalk, a
New Orleans Creole, traveled between New Orleans and South American countries
frequently, dying in Rio de Janeiro in 1869. Ben Harney, the famous ragtime
composer remarked: “Ragtime originally takes its initiative step from Spanish
music, or rather from Mexico, where it is known under the head and names of
Habanera, Danza and Wquidilla. Thus Latin music and ragtime converge and
blend, each following a distinct path with essentially separate developments. The
title “Cubanola” - a title mentions Cuba by name and also New Orleans, La. In
letters - was first published by H. B. Blanke.
While Black Cuban music was an influence on American popular music, the
work is a tango. These early combined styles of Latin and early New Orleans dance
styles is further solidified by the use of ragtime (and the military march) form of
composition - the form: A, B, A, transition, C, and D.

Maurice Tango – 1912 - Heim
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The Tango became popular in the U. S. approx. from 1910 to 1916, reaching
its zenith in 1914, declining after the First World War as jazz tunes took over the
popular scene. The ‘Dance.’ during the 19th and early 20th century was probably the
most popular form of social activities with frequent occurrences of new dance styles.
Many times the dance bands could not keep up with the new style and we find
published arrangements that could be used as material that could be played in a
number of dance styles. An example of this would be one of the earliest Tango
publications - “Tres Moutarde” (Too Much Mustard). Published as a Turkey Trot,
the song, when the Tango became the rage, the publisher quickly added to the cover
‘or Tango.”
The Tango found its way to America from Paris. It was found there as early
as 1906 and became popular by the famous dance team of Irene and Vernon Castle
in 1913 when they danced it on Broadway. Another dance team in Paris, Maurice
and Florence Walton, made it popular.

Mexi-Tango – 1914 – W. Beardsley
The Tango’s origin was in the suburbs of Buenos Aires around 1900 evolving
from elements of the Habanera and the Milonga. In 1905 we hear the adoption of
the musical element of syncopation, a musical element that was paramount in early
jazz. Jelly Roll Morton talked of the Tango stating: “New Orleans was inhabited
with maybe every race on the face of the globe. And, of course, we had Spanish
people, plenty of them - Spanish music was a part of the city’s musical heritage and
life. The Tango and what was sometimes called the “Mexican Serenade” was a
continuing part of the popular music of the day.” This close relationship between
New Orleans and Mexico can be seen in our next piece the “Mexi-Tango.”

Round The Hall – 1913 - Biese
The merging of Latin rhythms and style with early jazz dancing continued to
develop. We see this convergence again in a composition entitled “Round the Hall.”
It is advertised as a “Tango/Two-Step and Turkey Trot,” and is called ‘a successor
to “Too Much Mustard.” A composition we previously mentioned. When we
examine the drum parts we find three distinct sections: the first is a Tango rhythm,
the second in a ‘two-beat’ rhythm, with the melody sounding Spanish with some
trills and turns. The third alternates between two measures of the Two-Beat rhythm
and two measures of the Tango rhythm. The Turkey Trot reached its zenith around
1913 and these two dances (Turkey Trot and Tango) competed for the most popular.
This piece bring both dance forms together thus becoming popular with dancers of
both persuasions. The second half of the second section reminds one of the
traditional cakewalk rhythms. All in all, this is a very interesting and entertaining
piece of music.

Flor De Brazil – 1914 - deCastro
While the Tango became popular in the United States during the middle
1900’s, the other Latin dances came much later: The Rumba in 1920, the Congo in
1930, and the Brazilian Samba in the 1940’s. The Latin influence in the early jazz
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years came from Mexico, Argentina, and the Caribbean. The Tango also made it to
Brazil and we find a Tango “Flor De Brazil” published in 1914. After a varied
rhythmic introduction, ending in a vamp-like section in Tango rhythm, we find the
first section is in a march-like, two beat that is interrupted by a section in Tango
rhythm. The second section is strictly in Tango rhythm. The first section is repeated,
followed by an option ending section. I quote from the heading: “The composition is
adapted to both the Tango anrgention and Tango One-Step. The first part can be
played for either one, but the trio should be selected to meet the requirement of the
dance.”

Bohemian Life - (Maxixe) – 1914 - Madeiros
The Maxixe is the oldest urban dance of Brazil; its origin is in the late 19 th
century. One of its interesting elements is the use of syncopation. The major
component of the Brazilian Maxixe was the use of the rhythm we recognize as the
main rhythm of the cakewalk. It is also written that the Maxixe was a predecessor of
the Samba and of the European Polka. We also find the Afro-Cuba influence in the
rhythm that was also known as the Habanera and its syncopation of Afro-Brazilian
influence.

Jogo Blues/St. Louis Blues - 1913/1914 – W. C. Handy
W. C. handy is one of the best-known composers of popular music in
America. Handy published a song entitled “Jogo Blues” (sic: colored blues) in 1923
that met with limited success. A year later, 1914, he came out with “St. Louis Blues”
which became one of the most lasting songs of popular music. St. Louis Blues was
reissued in 1926 as a dance band arrangement includes the melody of "Jogo Blues."
In the introduction and middle section we recognize the Tango rhythm. We first
play the first part of ‘”Jogo Blues” and then “St. Louis Blues.

Mexico – 1904 - Cole
One of the influences of early jazz and jazz instrumentation was the military
brass band. We find these types of bands were also popular in the early 19 th century
in South American countries. While the jazz bands evolved from these brass band
(and string bands) brass bands flourishing in New Orleans, we also find the evolving
of what is called the Choro in Brazil. It is close to the New Orleans development in
both instrumentation and employing contrapuntal techniques. We might add that in
both musical cultural styles the dominating force is the percussion section. It is the
percussion rhythm that determines the musical style. We have heard a cakewalk by
changing the rhythms, can be made into a Habanera and vice versa, further prove
of the importance of the percussive rhythm. We can hear this influence of the
military band in not only Brazilian military bands but in Mexico and other Latin
countries. We next hear a song called simply “Mexico” and is marked ‘Marcia’ - i.e.
to be played in a marching style.

Amorita – 1920 - Zamecnik
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The inclusion of Latin styles into American popular music continues and will
continue to be a part of popular music in America. As popular music developed in
America we hear of certain Latin dances becoming popular in America. As
American popular music developed we hear of certain Latin dances becoming
popular in the U. S. In the 20’s it is the Rumba; in the 30’s the Conga; in the 40’s the
Samba and in the 50’s the Mambo; and finally the Bossa Nova in the 60’s. In the
20’s it was the merging of the most popular style, the Fox Trot, with Latin elements.
One of the best examples to be found is in the song “Amorita,” called a “Spanish
Fox Trot” song. We find a Spanish flavor to the melody with a Habanera/Cakewalk
rhythmic figure is use with a simple harmonic structure in the accompaniment. We
might also point out the progress of the use of new tonal colors with the use of the
saxophone. The sax was to become the dominant instrument during the jazz era and
with the swing bands it numbers 5 (2 altos, 2 tenors and a baritone sax).

Rosy Posy – 1922 – S. Romberg
No less a composer than the famous Sigmund Romberg is influenced by the
Latin rhythms. From his musical the “Blusing Bride” of 1922, we find them in the
Fox Trot song ‘Rosy Posy.” After a 4 bar introduction with the last two bars in
Habanera rhythm we find the main theme stated that is in alternating two bar
phrases of a Fox Trot rhythm and a Tango rhythm. In measure 16 we hear the
simultaneous use of both the Fox Trot and the Tango rhythm. This is in 1922, 8
years after the height of the Tango’s popularity of 1914.

New Orleans Stomp – 1924 – Louis Armstrong
The influence and converging of Latin rhythms and American jazz continues
up to the present date. There are many examples of jazz greats using Latin rhythms.
A listing of these would be like a whose who in jazz greats, from Dizzy Gillespie,
Stan Kenton, and Charlie Parker, to groups like Weather Report with bassist Jaco
Pastorious.
This combination has no better example than the old time Fox Trot “Tea for Two”
which no longer can be played in a two-beat rhythm but as the “Tea for Two Cha
Cha.”
A final chapter in our influence of the two musical styles of Latin music and
Jazz we see the influence on Louis Armstrong (who is said to have changed rhythms
to Latin in early jazz performances in a piece suing a characteristic Habanera
rhythm in an original composition “New Orleans Stomp.”
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FAMOUS EARLY JAZZ
COMPOSER/MUSICIAN
Program
1 - King Oliver - Snag It
2 - Louis Armstrong - New Orleans Stomp
3 - Jelly Roll Morton - Original New Orleans
Blues
4 - Nick LaRocca - War Cloud (Fidgety Feet)
(ODJB)
5 - Wingy Manone - San Sue Strut
6 - W. C. Handy - Jogo Blues
7 - Irving Berlin - Alexander’s Ragtime Band
8 - Spencer Williams - Charleston Hound
9 - A. J. Piron - Sister Kate
10- Scott Joplin - The Entertainer Rag
11- Bessie Smith - Jail House Blues
12- “Fats” Waller - Old Folks Shuffle
13- Arthur Pryor - Southern Hospitality
14- Anton Lada/A. L.“Yellow” Nunez - Golden Rod Blues - 1919
15- Richard Jones/George Brunis - Jazzin’ Baby Blues (Tin Roof
Blues)- 1923

16Many early jazz musicians were also composers, writing pieces for their
band. Often these pieces became ‘hit’ songs, selling large amounts of sheet music,
and phonograph records. Such names as “King” Oliver, Louis Armstrong, W. C.
Handy and Jelly Roll Morton. This program presents a number of these early jazz
musicians and their music.

Joe “King” Oliver - Snag It - 1926
Once jazz reached Chicago and moved onto the national scene, it became the
most popular dance music around. The most influential of these early groups was
“King” Oliver’s Jazz Band, with Louis Armstrong on trumpet. Though only on the
scene for a brief time, Oliver’s place in jazz history is secure, thanks to the influence
of his ensemble.
“Snag It” is a true blues and was a big hit in its time. In it we hear minor
blues and the traditional jazz riff that leads to a blues chorus. The tempo is taken
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fast on the recording of the piece, mostly because of the restrictions of the era’s
recording techniques but really should be taken at a slower pace.

Louis Armstrong -New Orleans Stomp - - 1924
Written about 2 years after Armstrong joined Oliver in Chicago, the trio
contains a stomp chorus. A stomp, say some of the ‘old timers’ is stomping your feet
to each of the 4 beats of a measure.
Armstrong always claimed that he was the composer of “Sister Kate” and
said he sold it to A. J. Piron. Armstrong wrote a number of songs, many of which
were never published.

Jelly Roll Morton - Original New Orleans Blues - 1925
Jelly Roll wrote many famous early jazz tunes, which continue to be played
by the traditional jazz groups of our day. One of his most famous tunes is “The
Original New Orleans Blues.” It is a 12 bar blues, using what is call the rhythm of
the ‘Spanish Tinge.’ Two themes emerge during the composition. The first theme
begins at section A & B - different but coming together in bar 5 with the same
melody, then branching off again in bar 8 until the end in bar 12. The second theme
is at #3. This part stops the tango rhythm and as Morton marked as ‘stomp.’ The
piece ends with a straightforward 4/4 feeling to the end.

Nick LaRocca - War Cloud - 1918
War Cloud, using the theme of “Fidgety Feet” begins with an introduction
using the Cakewalk rhythm and proceeds to a 16 bar song form with a theme
reminiscent of the “12th Street Rag.” There is a quasi stop time that begins the
second strain. Most probably the title was given to the jazz classic “Fidgety Feet” as
it was a fad to give new songs an interesting title to help sell it. While the melody in
the first strain is mostly in 16th note values, it is contrasted in the trio with a long
note theme that sounds more like the trio of a march. It is labeled a one-step.

San Sue Strut - Wingy Manone - 1925
“Wingy” Manone gained national fame as the musical leader of the Bing
Crosby radio band. The San Sue Strut (the name probably coming from a club in
New Orleans by that name) is a typical example of a jazz arrangement of the 20’s
using the jazz/blues style. The arrangement includes jazz breaks, syncopation and
opening during the arrangement for jazz solos.

W. C. Handy - Jogo Blues - 1913
Many of the early jazz songs used old jazz riffs and melodies that had been
played for years by older jazz musicians. For example: “Tar Baby Stomp” became
“In the Mood.” Rusty Nail Blues” became “Tin Roof Blues,” and “Praline” became
“Tiger Rag.” An old blues riff was used by Handy in “Jogo Blues” and later in “St.
Louis Blues.”
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Irving Berlin - Alexander’s Ragtime Band - 1911
Written by the famous Irving Berlin, it became one of the most popular and
influential pieces of the early 20th century. It paved the way for the beginnings of the
famous “Tin Pan Alley.” Berlin was a popular songwriter and whatever was
popular and selling at the time was the style of his next composition. He wrote
numerous ragtime type songs but only a few are played today. Alexander was the
nickname used when person of authority referred to a Negro orchestra leader. Thus
the name of the song was typical of the Negro jazz band. It is played from the
original arrangement published in 1911. Listen for quotes from “Swanee River” and
“Dixie.”

Spencer Williams - Charleston Hound - 1926
The Charleston dance first appeared in the Black musical comedy “Lisa” in
1922. James P. Johnson’s composition the “Charleston” became enormously
popular in 1923 and became associated with the jazz age. The tempo was fast, 50-60
per minute, with its characteristic rhythm was used in many other songs and
dances, especially the “Black Bottom.”
“Charleston Hound” was written by four of the biggest names of the jazz
age: Spencer Williams (composer of “Basin Street Blues”), Clarence Williams
(composer of “Baby won’t You Please Come Home”), “Fats” Waller (composer of
“Ain’t Misbehavin”), and Eddie Rector (Leader of a popular jazz band of the 20’s).
Labeled a fast ‘fox trot’ it was written in 1926 and published by the Clarence
Williams Publishing Company of New York. The song is basically in song form.
After a two bar introduction there is what can be called a verse of 16 bars. The main
theme is then presented at B with some scat lyrics. The sections that follow are
variations on the first theme. Section D is orchestrated for 3 clarinets. The last
section is marked pp and there is a D. S. ending with a 4 bar coda. There are jazz
breaks and great tutti riffs. The Charleston rhythm is heard throughout the
composition.

A. J. Piron - I Wish I Could Shimmy Like My Sister Kate - 1922
A. J. Piron, the New Orleans Creole orchestra leader, and Clarence Williams
were partners in a music-publishing firm in New Orleans. “Sister Kate” is
surrounded (like many early jazz songs) with controversy as to the correct
composer. Louis Armstrong said that he was the true composer, and sold it to Piron.
It became one of the most popular jazz songs of the jazz age.

Bessie Smith - Jail House Blues - 1924
Co-written by Bessie Smith and her pianist Clarence Williams, is presented
in a slightly altered 12 bar blues pattern the song. It is not a slow blues but is
marked moderato tempo and is in reality a set of variations on a blues progression,
with numerous examples of syncopation and flatted 3rds and 7ths. It was made
famous by Bessie Smith, one of the legendary blues singers. There is a ‘special’
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chorus before the D. s. using jazz breaks played by the clarinet, trumpet, saxophone
and trombone.

Fat’s Waller - Old Folks Shuffle - 1926
Co-composed by Fats Waller, the great early jazz pianist and Clarence
Williams, we find a great use of jazz breaks. Written in three sections it is a
swinging jazz tune and ends with what is marked a ‘stomp,’ with great use of jazz
breaks.

Arthur Pryor - Southern Hospitality - 1899
Marked a ragtime/cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer's credit. The introduction has an interesting use of
the cakewalk rhythm in unison. It is marked “Marcia Moderato,” again linking the
cakewalk music to the March and brass bands. It is a good example of the cakewalk
and ragtime style coming together, containing use of syncopation.

“Yellow Nunez/Anton Lada - Golden Rod Blues - 1919
Co-composed by “Yellow” Nunez, Anton Lada, "Golden Rod Blues" reflexes
the emerging jazz style of the period just after World War I. The song is in 4 bar
phrases and is called ‘blues’ and is labeled a fox trot. There is the use of the jazz
element of syncopation. In the middle of the second section there is an interesting
descending rhythmic/melodic figure in a sequential pattern. . The Louisiana Five,
mostly a recording group organized only for a short time, created the jazz sound of
the era. This song is an example that the many ‘legit’ bands of the era could create a
jazz sound by playing written jazz.

Richard Jones/George Brunis - Jazzin’ Baby Blues (Tin Roof Blues) 1923
While composer credit is given to George Brunis, the great jazz trombonist,
the theme is said to be an early jazz riff used by legendary New Orleans cornetist
Buddy Petit. Originally the tune was called “Rusty Nail Blues” around New Orleans
and only when recorded by the NORK did it take the name of “Tin Roof Blues.”
The tune was used numerous times by different names: The arrangement we will
play is credited to Richard Jones who called it “Jazzin’ Baby Blues,” published in
1923. It was re-recorded with different words by Kay Star in the 1950’s and called
“Make Love To Me.”
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Clarence Williams
(1893-1965)

Featuring The:
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LAKE ARROWHEAD
EARLY JAZZ BAND
(Dr. Karl Koenig-Conductor/Founder)
Clarence Williams
First know as a pianist he later gained fame as a music publisher. His
publications were both a guide and barometer for other jazz orientated publishers.
He hired the best of arrangers (among them William Grant Still and Don Redman)
and working bands could rely on the music he published as the genuine, authentic
sound of this ever-increasing popular music to be called jazz. In his publications one
could find the latest trends in jazz rhythms, chord progressions and the latest (and
many times leading) trends and jazz ‘gimmicks’ of the era. The use of jazz breaks,
riffs, special effects (even examples of early rap) can be seen and found in his
publications.
His importance in the advancement and popularity of early written jazz
cannot be over emphasized.
On this program we will present many original compositions by Williams
along with music by other composers which the Williams Publishing Company
released.
Clarence Williams was born in Plaquemine, LA in 1893, moving to New
Orleans in 1906. One of his earliest musical experiences was in 1911 when he
traveled with a minstrel show. Returning to New Orleans around 1915 he opened a
music publishing business with A. J. Piron, a popular orchestra leader in the city.
Moving the business briefly to Chicago he then permanently moved to New York
City. He was very successful in this business and also was active in recording,
especially with Okeh Records. Williams recorded more frequently than any other
black musicians of the 1920’s apart from Fletcher Henderson. Williams, although
not an exceptional pianist, was a very dependable one. He was an exceptional
organizer and promoted the works of: Fats Waller, James P. Johnson, Willie “the
Lion” Smith, and Spencer Williams. While writing numerous popular songs his best
known being “Royal Garden Blues, “Baby, Won’t You Please Come Home,” and
Tain’t Nobody’s Business If I Do.”
Clarence Williams played an important part in jazz history. He was said to
have been a modest, unpretentious character living entirely for his art. His tendency
was to remain in the background. His work is a reflection of his character; it does
not show aggressiveness nor seek to impress but it is simple and flows melodiously
in unobtrusive beauty with restrain yet control with profoundness in arrangement
and an inner coherence, the music of a highly talented musician.
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While his contributions to the art of jazz are seldom mentioned in the
literature of jazz, his field of written jazz was de-emphasized until the emergence of
the “big bands.” His art was perhaps too refined and ahead of its time. The
depression proved fatal as it put a stop to his efforts to keep up the values of jazz
music menaced by the vogue for hot jazz, which emphasized unrestrained, wild and
fierce music, tailored to show off the soloist supported by a heavy, over-emphasized,
yet over-simplified rhythm. Williams’ music stressed more traditional New Orleans
style - solid yet mild (almost soft), with a light and supple rhythm - the emphasis on
melodious (but never exuberant) variations on the main theme. His music was said
to be “never sweet, coy or weak. It had a sturdy solid strength, a deep emotionality,
an inner calmness that provided freedom for inspired beauty and true art.”
His ideals, when we look back in retrospect, have been upheld. Their musical
values, through time, have been proven valuable and in this program of his music
we have a concrete record of the jazz music of his tradition and style, and they are
his legacy. His music has given Williams a rightful and important place in the
history of jazz. The program traces, through his music, the evolution of jazz from
his early publications in New Orleans, to Chicago, and finally New York.
Clarence Williams’ music presents the authentic early jazz sound of New
Orleans. He was respected as a pianist and as a composer.

Program
New Orleans
1915 - You Missed a Good Woman
1916 - That Ought To Do It
1916 - I Can Beat You Doing what You’re Doing Me
1916 - Brown Skin

Chicago
1917 – Wild flower Rag
1919 - Dance They Called the Georgia Hunch
1919 - Royal Garden Blues

New York
1920 - Don’t Tell Your Monkey Man
1921 - Look What a Fool I’ve Been
1922 - I Wish I Could Shimmy Like My Sister Kate
1922 - Got To Cool My Doggies Now
1923 - Kiss Me Again
1924 - Omaha Blues
1924 - Jail House Blues
1925 - Papa-De-Da-Da
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1926 - What’s the Matter Now
1926 - Charleston Hound
1926 - Old Folks Shuffle
1926 - Nobody But
1927 - Cushion Foot Stomp
1928 - You’re the Only One That I love
1933 - Harlem Rhythm Dance
1942 - Mama’s Got It
1945 - Baby Won’t You Please Come Home
(Written in 1919, arrangement-1945)

You Missed a Good Woman - 1915
This piece is in traditional song form with limited use of syncopation as a
characteristic figure. At this time I must say something about the use of what is
called a “vamp.” Usually two bars long; it is placed after the introduction and
before the first section. It is also usual that the first two bars of the vamp contained
a melody quoting the theme of the first section. The vamp was included for: 1) to
give time to the dancers to get on the floor after hearing the tempo and style of the
introduction, and, 2) to give time for the singer of the band to begin his entrance to
the front of the band to begin singing. It is repeated ad libitum until the soloist
and/or dancers are ready at which time the conductor signals to commence the first
section.
In this piece the ‘blues’ characteristic three-chord progression is used in
diminution form, being present in only 8 bars, giving the first section a blues feeling.
This feeling is emphasized by the use of the flatted third and seventh with
conventional harmonic progressions.

That Ought To Do It - 1916
A good example of Williams’ gift of melodic flow, with the limited use of
syncopation, can be heard in a song that is in the style of popular songs during the
late teens of the early 20th century. The use of harmony is conventional within a
simple 16 bar song form. The chorus is also 16 bars. “That Ought To Do It” is one
of Williams’ earliest compositions, being published in New Orleans in 1916. During
this era New Orleans was the site of a flourishing music publishing industry in
which Clarence Williams and A. J. Piron entered. Williams’, in 1919, moved to
Chicago, staying only a short period before moving on to New York City where he
ran a most successful publishing business until his death in 1965.

I Can Beat You Doing What You’re doing Me - 1916
Co-composed by Clarence Williams and. J. Piron, after an 8 bar introduction
and 2-bar vamp, the song is presented in two section, each of 32 bars. This
composition is typical of the commercial pop songs of the era prior to a more
abundant use of syncopation, although in bars 17 through 24 of the 2 nd section, it
effectively uses syncopation, with the ‘and’ of the second beat, tied to the 1 st beat of
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the next measure creating the syncopation. While it is not given a stylistic category
its style is that of a one-step and is marked Marcia.

Brown Skin, Who You For - 1916
Published in New Orleans in 1916 by the Williams/Piron Music Pub. Co., the
song became very popular in the city of New Orleans and was used during the
Mardi gras for a number of years. In the book “Hear Me Talkin’ To Ya’ Williams
states:
“After “Brown Skin” was published everybody was writing songs in New
Orleans, I was the first to use the word ‘jazz’ in a song.”
Brown Skin might be termed the first ‘rap’ song as it has jazz breaks that are
given to the singer who recites a few lines in rhyme. The message of the song relays
the thought that, in 1916, in New Orleans, many blacks felt they wanted to have
lighter skin. The words state:
“While I play this time I want to see some brown skin girl do the shiveree.
Who are you for my sweet mama? I am for you if you want papa. You want to be
brown skin like the rest, just use that Palmer’s skin success.”

Chicago
Wild Flower Rag - 1917
This is an arrangement by T. B. Bryan. He is the arranger of “Cocoonut
Grove Jazz,” a song that is one of the earliest mentioning of the word jazz in its title
(1917). “Wild Flower” is an arrangement that is through composed, having no jazz
breaks or riffs. It was probably written primarily for dancing. There are no solo
passages. There is a later arrangement/recording of this tune in 1928 with legendary
cornetist “King” Oliver with Benny Moten and Ed. Allen that presents space for
solos and jazz breaks, the style of the times. Within the two we can see the progress
and style changes of jazz arranging. When one listens closely we can also hear the
lack of technique from the players on the 1928 recording. The stocks played in the
early 20th century were played by musicians that usually had good musical training these musicians being from the tradition of the many town brass and string bands
and in New Orleans in the great Creole orchestras.
Wild Flower Rag’s main theme is arpeggio-like and uses octave jumps with
little syncopation and requires good technique from the musicians to execute it
correctly. It is written with a pianistic style melody, better suited for a keyboard
than wind instruments or strings.

Dance They Called the Georgia Hunch - 1919
Published during Williams’ brief time in Chicago, one can hear a style
change from the previous songs, to a ‘tempo di jazz.’ Also found is a greater use of
syncopation and this song and its jazz feeling seems to be the transitional step
between the two-step style of the previous selection to the jazz songs of the early
20’s. Arranged by Dave Payton, a very famous Chicago musician and best known
for his column in the Chicago Defender on the music scene in Chicago. The Chorus
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of the song contains a syncopated motif (in the bass) repeated as a sequence a tone
higher. The use of a flatted third appears in the bass part.

Royal Garden Blues - 1919
Co-composed by Clarence Williams and Spencer Williams (Basin St. Blues,
Sugar Blues) is also arranged by Dave Payton. The song achieved great popularity
and lasting fame. One of the most famous 4 bar jazz breaks in all of early jazz is
found in the third repeat of the 12 bar blues pattern. After a 4 bar transition one
finds a very familiar jazz riff that became a very popular one in early jazz. It is
featured in the 5th repeat of the 12 bar blues pattern.
We find an early inclusion of the saxophone in this arrangement with the use
of both the alto and tenor saxophone. By 1919 the sax is a common instrument in the
jazz band. It was first used around 1914 as a complimentary instrument usually
written to double other parts, but soon became the main backbone of the jazz
orchestra and the featured saxophone section of the 20’s jazz orchestra. We can
hear the growth of the sax section from a solo-doubling instrument to a growth of
one to two, to three, to four and finally five by the end of the 20’s. It became the
dominant instrument and sound that was associated with the jazz orchestra. The
sound of the jazz orchestra of the 20’s was a very important part in the history and
progress of jazz.

Don’t Tell Your Monkey Man - 1920
Reminiscent of the popular song of the 50’s “Abadaba Honeymoon,”
“Monkey Man” is the story of a suitor’s attempt at winning the heart of a young girl
from her steady boy friend - told through the parody of using monkeys talking. An
interesting item is the cover of the sheet music which examples that the song was
introduced at the Marigold Gardens by Bill Robinson (Bojangles). In the bottom
center we read ‘Home of Jazz” below a picture of a slave cottage with musical notes
coming out the chimney.”
The chorus uses a steady bass rhythm, hitting on all four beats, and also uses
the quasi blues progression in the first 8 bars. The first 2 phrases end with is really a
jazz break before continuing with the second section. The jazz break uses the
beginning bars of the Tune “Pretty Baby” written in 1916 by the famous pianist
Tony Jackson.

Look What a Fool I’ve Been - 1921
This song is a good example of the musical style and feeling of the music of
the early 20’s. You can image yourself walking on the Broadwalk in Atlantic City
during the roaring 20’s and hearing the band on the bandstand playing the popular
music of the day. In the 2nd section we find the marking ‘lamentoso’ 9usually
meaning music of an elegiac, mournful character). It is placed after 16 bars of
melody and contains an accented 4-quarter note figure in the bass, setting up a welldefined beat for 6 bars. This leads to a stop time rhythm for 4 bars, followed by the
returning of the theme to a cadential ending. There is the use of chromatic harmony
reminiscent of the period.
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I Wish I Could Shimmy Like My Sister Kate - 1922
A. J. Piron, the New Orleans Creole orchestra leader, and
Clarence Williams published one of the most successful and popular songs of the
early jazz era.
“Sister Kate” is surrounded with controversy as to the real composer of the
song. Louis Armstrong said he was the composer, writing the melody using a
different title and lyrics. He called it “Up In Maddie’s Bunk,” and is said to have
sold it to Piron for $52.00. Neither Armstrong nor Piron ever recorded the song. The
date of authorship is given as 1915; it was copyrighted in 1919 and published in
1922.

Got To Cool My Doggies Now - 1922
After much studying and playing through this song I think I have come up
with the purpose of the title of the song. The placement of the ‘patter’ section and
the title give us the clue. This is a song that either ended a dance set or ended the
dance. The title of the song denotes a rest period and the patter section is so set (with
a D. S) which enables the conductor or announcer to give credits to the band leader,
soloists, etc., during this section the band sound becoming softer (marked ‘mp’)
before returning to the chorus for the final playing of the theme.

Kiss Me Again - 1923 This song was arranged by Don Redman and co-authored by famed jazz
pianist ‘Fats’ Waller, and Clarence Williams, and is marked a fox trot. By the
contour of the melody it would seem that this is more of an instrumental piece than
a vocal one. We find an interesting tutti in bars 13/14 - a chromatic descending
passage which remains one of the passage from a modern composition entitled
“Gospel John.” There is present what is called an extra chord and is akin to the
second section or chorus. It appears like this extra chorus is a jazz adaptation of the
2nsd section with a very creative use of tutti and even a boogie-like bass pattern.
The use of stop time is used and then we find a return to the beginning by a D. S. To
play this extra chorus would require a little rehearsal time as the need is to get the
tutti section tight with the ensemble. This great arrangement is by Don Redman, a
man famous for his later arrangements with the Fletcher Henderson, Count Basin
and Jimmy Dorsey orchestras.

Omaha Blues - 1924
As with so many other songs of the period, “Omaha Blues” is not a
traditional blues but more of a jazz song in the style of the era of the 20;s. There is a
very catchy melody, one that you can whistle once you hear it. There is a patter
section that need not be played but the publishers of the era included a section so
the announcer could talk before the band returns to the chorus. This section was
often used in the numerous radio shows of the day when the band opens the show,
then the announcer states the participants of the radio show, then the band comes in
loud again.
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Jail House Blues - 1924
Co-written by Clarence Williams and Bessie Smith of whom Williams served
as pianist, is presented in a slightly altered 12 bar blues pattern. It is not a slow
blues but is marked moderato tempo and is in reality a set of variations on a blues
progression, with numerous examples of syncopation and flatted 3rds and 7ths. It
was made famous by the great blues singer Bessie Smith. There is a ‘special’ chorus
before the D. S. using jazz breaks by the clarinet, trumpet, saxophone and
trombone.

What’s The Matter Now - 1926
Written by Clarence Williams and Spencer Williams (no relation) this song
can be closely examined as to the use of saxophones. Beginning around 1919 we find
the evolution of the sax as a jazz band instrument and its inclusion into the main
stream of the instruments used in jazz bands. We can examine its growth from one
sax to four and five, from its use as an extra voice - the arranger not sure how to use
them - to its use as the main backbone of the dance orchestra. This use of the saxes
will be studied in a program on the evolution of the saxophone in jazz bands.
The piece contains some unison band vocals and jazz breaks and even has both a
special chorus and a ‘hot’ cornet chorus. Joe Jordan arranged it. “What’s the
Matter” is a good jazz song with a use of the Charleston rhythm somewhat in a
varied form in song form - 8/8 phrasing style.

Charleston Hound - 1926
The dance called the Charleston first appeared in the black musical comedy
“Lisa” in 1922. James P. Johnson’s composition the “Charleston” became
enormously popular in 1923 and became associated with the jazz age. The tempo
was fast 50-60 per minute, with its characteristic rhythm was used in other songs
and dances of the era, especially in the “Black Bottom.”
Charleston Hound was written by four of the biggest names of the popular
composer’s field: Clarence Williams, Spencer Williams, “Fats” Waller and Eddie
Rector. It is labeled a fast fox trot. It was written in 1926 and published by the
Clarence Williams Pub. Co. The song is basically in song form or 8 bar phrase
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structure. After a two-bar introduction there is what can be called a verse of 16
bars. The main theme is then presented at B with some scat lyrics. The sections that
follow are variations on the first Theme at A. Section D is orchestrated for 3
clarinets. The last section is marked pp and there is a D. S. and ends with a 4 bar
coda. There are jazz breaks and great tutti riffs throughout, making this a real
swinging arrangement.

Old Folks Shuffle - 1926
Co-composed by Clarence Williams and the famous Thomas ‘Fats’ Waller.
Both gentlemen noted for their talents on the piano. Waller became a famous early
jazz figure. There is a great use of jazz breaks in bars 7 and 8 of the 2 nd section. The
third section is a ‘hot’ chorus presented for the trumpet and trombone, after a D. S.,
followed by a tutti section written for 3 soprano saxes but usually played by
clarinets. The piece ends in a stomp ensemble that presents the same jazz breaks
heard earlier.

Nobody But - 1926
Labeled a fox trot, this song is written by Clarence Williams and Andy
Bazar. After an 8 bar introduction, the theme (A) includes a vocal for 32 bars.
Section B sounds like a transition to Section C, which is `16 bars long. At section D a
different orchestration of theme A is presented. It continues with a repeat of D with
the use of stop time before the D. S., which includes a coda of 5 bars. Also included
is a soprano sax break to the end.

Cushion Foot Stomp - 1927
Cushion Foot” is a good example of written jazz that ‘swings’ and can be
considered a pre-Count Basie riff style throughout the song. After a riff sounding
introduction of 8 bars the main theme (a 12 bar blues) is presented at A. At section
B the series of riffs begin, not using the blues progression but in song form using 8
bar phrasing. Section C is the same melody as A but with different orchestration.
The trio is preceded by a transition changing the key from Eb to Ab. Section D is
another riff rhythm. D2 continues the rhythmic riff. Finally ending with section E
we find another riff leading to a D. S.

You’re The Only One That I Love - 1928
This is a song and dance piece from the musical production of “Bottomland”
with lyrics by Clarence Williams and music by Len Gray. After an introduction and
verse of 16 bars, the chorus, which includes a vocal, is presented at section B, the
lyrics being sentimental. At section C the main theme is presented in a new key from
F to Bb. At section D the theme is repeated in D minor and repeated with a change
in orchestral color to the fine.

Harlem Rhythm Dance - 1933
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Written in 16 bar form, the 2nd repeat is extended 2 bars, followed by a 4 bar
transition and modulates from Eb to Ab, then going to F. The theme is presented
again in the Ab section. It seems like a series of jazz riffs, with lyrics in ‘jazz’
language and is marked “swingy and fast.”

Mama’s Got It - 1942
Written by A. J. Piron and Clarence Williams, this song comes at a late time
in their two careers and is interesting as it is a kind of echo piece with the vocalist
singing a bar and the band answering such as: “Mama’s Got It” (the band sings:
Mama, Mama). This continues for 32 bars with the singer taking 4 bars of melody
between echoes. At section B there is a verse presented which modulates from C
major to Ab major. Section C is labeled optional girl vocal and is an echo and a
repeat of the theme (A). Section D is again the main theme (A) presented and is riff
like. Could this be a take-off on Cab Calloway’s well-known theme song?

Baby Won’t You Please Come Home - 1919 (arrangement-1945)
Perhaps the most famous of Clarence Williams’ songs, it was written in 1919
and the present arrangement is from 1945. It is an arrangement for ‘big bands’ of
the swing era of jazz but includes a section in the style of a Dixieland Jazz Band.

Bands and the
March In Early Jazz
There is a direct link between early brass band music and early ragtime and
jazz. J. P. Sousa’s Band brought the cakewalk and ragtime to Europe. Ragtime, first
a piano music, was adapted by the brass and ‘society’ bands of the era. Brass band
composers among them, Arthur Pryor and Henry Fillmore, wrote and published
ragtime music for jazz bands, marching bands and dance bands. The military band
was the most popular idioms of popular music at the turn of the 20th century. Every
town had a town band, which included a dance band within its instrumentation and
membership. Most of the balls and dances given began with a grand march and
marches were used as dance band material. Many compositions such as “A Warmin
Up In Dixie,” were marked: “a Cakewalk, March and Two-step.” Popular sheet
music in the era of the brass band reflected its influence. Much of the music of the
era showed this influence in its title and its contents and they depicted the
popularity of the brass band. We find mention of the brass band in the minstrel
music, in the popular music, and in the repertoire of the bands of the day.
Below are just a few of the piano sheet music published with the notation
stating that the piece could be used for a variety of dance style:
1896 - Remus Takes the Cake - Characteristic March

106

& Two step dance.
1898 - Give Cinda the Cake - March & Two Step
1898 - Eli Green's Cakewalk - March & Two Step
1899 - Darktown is Out To-night - March & Two Step
1899 - A Jolly South Carolina Cakewalk - March &
Two Step
1900 - Darktown Guards - March & Two Step
1900 - A Little On the Rag-time - March & Two Step
1900 - Darktown Excitement - March & Cakewalk
1900 - Hunky Dory - Characteristic cakewalk, March
& Two Step
1901 - Sam Johnson’s Band - Characteristic Two-Step,
March
1901 - The Mobile Prance - Characteristic march,
Cakewalk or Polka
1902 - Chocolate Drops - Suitable for: March,
Cakewalk or Two Step
1908 - Captain Cupid - March & Two-Step
The Original Dixieland Jazz Band published an adaptation of
“Fidgety Feet” entitled “War Cloud” (1919) whose trio sounds like the trio of
a march.

Program
1 - Jim Brown – 1836
2 - Band Polka – 1861
3 - The Drummer Boy of Shiloh – 1865
4 - Gus Williams German Band - 1873
5 - Marching Through Georgia – 1875
6 - Den We’ll Join de Band – 1875
7 - Branigan’s Band – 1876
8 - Philo Senate March – 1894
8b- The Band Played On - 1895
9 - Rastus On Parade – 1896
10 - The Ringtail Colored Band - 1896
11 - Pickaninnies On Parade - 1897
12 - A Coon Band Contest – 1899
13 - When Ephraim Plays His Solo on the Drum - 1899
14 - The Colored Band – 1899
15 - Sam Johnson’s Band - 1901
16 - When Sousa Comes To Coon Town – 1902
17 - Coonville’s Cullud Band - 1903
18 - Listen to the Big Brass Band – 1904
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19 – Sousa’s Band is on Parade To-day - 1905
20 - Brass Band Ephraham Jones - 1911
21 - Alexander’s Ragtime Band – 1911
21b- Ragtime Regimental Band - 1912
22 - When Alexander Takes His Ragtime Band to France 1918
23 - War Cloud - 1919
24 - When the Band Begins to Play – no date
Extras
25 – Captain Cupid – 1908
26 – The Minstrel show Parade – 1914
27 – Hail to the Spirit of Freedom – 1915
28 – Pickaninnies on Parade – 1897
29 – Teddy Trombone – 1911

Jim Brown – 1836 – William Clifton
One of the earliest examples of a brass band and its relationship to Negro
music and jazz is on the cover of the sheet music “Jim Brown.” Written in 1836, it
pictures a Negro band musician playing a tuba. Both Negro and white bands were
organized many years before and after the Civil War. The Negro minstrel show
band, originally just 4 pieces (violin, banjo, tambourine, and bones (castanets) had
its inception in 1843. Rapidly the minstrel show band enlarged to the traditional
brass band instrumentation. Many pictures of Negro brass bands were grotesque
but we cite these few examples as part of the evolution from brass band music to the
jazz band.

Band Polka – 1861 – Chas. Spohr
Brass bands were versatile and played both for parades and dances. They
played the most popular dance music of their era. Once such dance was the polka.
We find a piece entitled “Military Band Polka composed by Charles Spohr. The
Werlein and Halsey Publishing Company published it in New Orleans. It mentioned
on the sheet music cover that it was played by New Orleans Brass Bands.

The Drummer Boy of Shiloh – 1865 – W. Hays
Shiloh in Hebrew means “Place of Peace.” Shiloh, Tenn. was the site of one of
the most costly and tragic battles of the Civil War. The lyrics of “Drummer Boy”
depict the death of a young boy of 14 named Edward Hagar. Will Hays, the
composer, was a contemporary of Stephen Foster and was one of America’s most
popular composers during the Civil War. While there were many brass bands in
both the Union and confederate army, often troops only had fifes and drums to
furnish music during the battle. When there was a charge by one side the drummer
boys were part of the action. The song tells of the last words upon the drummer
boy’s life when “he prayed before he died.” There was a surprise attack so every
musician dropped their instrument and grabbed a musket. Edward was zoning in
on a gray commanding officer when he was severely wounded. He was 14 years, 9
months, and 26 days old when he died.
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Gus Williams’ German Band – 1873 – Gus Williams
Gus Williams was a well-known vaudevillian whose specialty was portraying
a comic German American. During the last decades of the 19th century there were
numerous brass bands some playing the music of their ancestors, in this case a
German ancestry. They specialized in playing the music of the country in which
they originated. The lyrics tell the story of a “little German band” and give the
instruments of the band.

Marching Through Georgia – 1875 – H. C. Work
Written by Henry Clay Work (1832-1884) who was associated with the
minstrel show, having written “Were Coming, Sister Mary.” He sold it to E. P.
Christy to be performed by his minstrel troupe. Work’s most famous song was
“Grandfather’s Clock.” Charles Ives quotes the theme in his 4th symphony and in
his 2nd string quartet. “Georgia” became on of the most popular songs during the
Civil War period.

Den We’ll Join de Band – 1875 - Geo. Coen
The minstrel show was one of the most popular forms of entertainment
during this era. From a four piece band the minstrels presented a full size brass
band – used for advertising the minstrel show when it came to town and then in the
show itself. The song tells of the ambition of a plantation slave that wanted to join a
band. The lyrics contain a quasi-religious theme that “den we’ll join de band in dat
promised land. The lyrics also have a civil rights statement: “Dar’s no distinction in
de color ober Jordan.”

Branigan’s Band – 1876 – J. Wellman Jr.
The minstrel show made fun, not only of the Negroes but also the Irish and
other nationalities. The famous Christy Minstrels performed Branigan’s Band.
Often the only difference between ethic bands were their repertoire, Irish bands
playing Irish songs, etc. The lyrics tell about an Irish Band playing through the
streets and also of the typical Irish food and drink indulged in by the band
members: “So when morning comes, its home we steal, all drunk as Lords, the boys
of Branigan’s Band.”

Philo Senate March – 1894 – R. B. Hall
The Philo Senate March is a typical late 19th century march as played by the
bands of that era, for either a street march or as a Two Step in the dance hall. The
March style and form at this time was but one step away from the added
syncopation rhythm that led to ragtime. This evolution continued in the musical
evolution of jazz.
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The Band Played On – 1895 – Chas. Ward
Long know as a classic American popular song it was written in the period
known as the “Gay 90s.” Written by Chas. Ward the song’s chorus is best known,
but the original publication of the song gives the verse, in 2/4 meter and then the
chorus in waltz time. It glorifies the popular American entertainment of the dance
and the live band that played for all the dances during this era. It is a romantic text
and of the story of boy meets girl, boy marries girl. It shows the popularity of the
band of the era as one of the main themes in American entertainment.

Rastas On Parade – 1895 – Kerry Mills
‘Rastus on Parade” is one of the earliest cakewalk types published. It can be
called an early rag, being published in 1895. Brass bands were closely associated
with early cakewalk and Negro style music.
“Rastus” uses the early type of syncopated rhythm and gained notoriety
because the Sousa Band played it. Its name was also used by the Negro poet
Lawrence Dunbar (1872 - 1906) in 1903 in his poem “The Colored Band.” Its style
illustrates the evolution from the march to the cakewalk and rag.

The Ringtail Colored Band – 1896 – Harry Miller
Most communities and small towns in the U.S. had both Black and white
bands, each playing for their various activities within their segregated community.
The Negro brass band was one of the influences of early jazz and often was made
fun of because often they lacked the musician training of their white brother
musicians. There are numerous popular songs written with the Black brass bands as
subjects of the lyrics, often these songs showed the dedication and the ability of these
Black bands. Upon special occasions the pride of the black community, the black
brass band, performed for their town. Young children and adults alike loved the
town bands and their musicians were like heroes to the populace. The lyrics of this
song show the pride in which the Black community took in their band.

Hear The Pickaninny Band – 1897 – Seymour Furth
Most town bands had a junior or juvenile band, a group youngsters learning
to play a band instrument in hopes of playing in the adult band. The Black town’s
juvenile band was often referred to as a pickaninny band a name given to young
Black children. There are many songs during this period that uses in the title of a
song the word pickaninny, often a fond name for young Blacks. The lyrics mention
ragtime as the music played by the era’s bands, these ’legit’ bands being the media
for the presentation of ragtime music and jazz.

A Coon Band Contest – 1899 – Arthur Pryor
Sousa’s trombonist/arranger was Arthur Pryor. This composition of Pryor’s
also illustrates the link between brass band music and the Negro style music. It was
reissued in 1918 unaltered except for a new, more fashionable descriptive
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designation “Jazz Fox Trot.” There is also some use of the trombone glissando, a
musical technique used in early jazz.

When Ephraim Play His Solo on the Drum – 1899 –

John Kerr

This is another song of the era that characterizes the Black brass band. Often
these types of songs were heard in minstrel shows and in vaudeville by white
performers. The lyrics are a caricature and stereo type Negro character often
portrayed during this period of American popular songs. The lyrics tell of the
activities of the Negro brass band with a man called Ephraim playing the bass
drum.

The Colored Band – 1899 – Williams & Walker
Composed by the famous Black vaudeville team of Williams and Walker and
performed on Broadway this song illustrates the pride in the Negro brass band by
two of the greatest entertains in American show business. As in many other
compositions about bands it mentions the name of John Philip Sousa and his band.
The Negro bands took pride in their music and their appearance.

Sam Johnson’s Band – 1901 – Paul Knox
Marked a two-step/march it is actually a cakewalk, using the cakewalk
rhythm throughout. On the sheet music cover we see three colored musicians
playing a violin, flute and a bassoon, quite an unusual instrument to be pictured.
There are no lyrics in this piece. It is a typical cakewalk of the era. Below the
musicians is a silllouette of a number of cakewalkers strutting high.

When Sousa Comes to Coon Town –1902 – J. Vaughn
Again the name of Sousa is used in the title of a song of this era about bands.
In the lyrics of these early pieces we find historical facts not found other places in
literature. We find in the lyrics of this piece the mention of some of Sousa’s
compositions and how ragtime was creeping into the literature of brass bands.
John Philip Sousa is best known for his famous marches (Stars and Stripes,
El Capitan, etc.) he also was the composers of opera and even wrote some songs for
the minstrels. His famous Washington Post March was originally written as a twostep. He was also responsible for bringing ragtime to European audiences. This
relationship with early Negro and ragtime music is seen in the next song “When
Sousa comes To Coon-Town. It tells of when the Sousa band played in what was
then a separate part of a town for Negroes, thus joining the Sousa band with the
music of the ragtime and jazz age.

Coonville’s Cullud Band – 1903 – Davids & Meakin
Another composition is entitled “Coonville Cullud Band.” It is a cakewalk.
In the lyrics it describes the instruments and uniforms of a Colored Band and
mentions some of the names of band members such as Rastus, Ephra Johnson,
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typical and popular names of Colored populations. The lyrics again mention Sousa’s
name. It also mentions that this band does not play ragtime.

Listen to the Big Brass Band – 1904 – Dave Reed Jr.
Another vaudeville/show business song “sung with great success by the Esher
Sisters.” It is again about a colored band and its leader Leonidas Lincoln Lee. It
again mentions Sousa and glorifies the brass band. The introduction begins with a
brass band fanfare and throughout the song it appears again – shortened. Its sheet
music cover shows a Black band marching with children on the right of the band
marching to the music.

Sousa’s Band is on Parade To-day – 1905 - Chas.

Kohlman

“Mister Sousa” is the topic of this song. A marching band is seen on the sheet music
cover featuring a drum major in the foreground. It is a 6/8 March and the lyrics and
the language used are apropos of the period and uses words such as: gee whiz,
kazip, and flip.

Ragtime Regiment Band – 1912 – Melville Morris
We find a song that has ragtime in its title and also at the same time the
mention that it is a regimental band. We are well into the ragtime era and see its
influence on the brass band movement. The lyrics are a statement of the fact that
everybody loves band music and the feeling that one gets from hearing a band.

Alexander’s Ragtime Band – 1911 – Irving Berlin
One of the most popular and influential pieces of the early 20th century,
Alexander’s Ragtime Band paved the way for the beginnings of the famous “Tin
Pan Alley.” Alexander was the name used when persons of authority would call a
Negro bandleader. This is the original 1911 arrangement of the song which quotes
passages from “Swanee River,” and “Dixie.”

When Alexander Takes His Ragtime Band to France –
Bayan

1918 – Al

Using the popularity of Alexander’s Ragtime Band we find this next piece
using the popularity of one of the most popular songs of the 2nd decade of the 20th
century. In reality, Sousa did bring ragtime to the world and indeed as the lyrics
states the new ragtime music captured the world. Again we see the historic
importance of the lyrics in the band music of the era.
Again we see the combination of the military band and ragtime. Written 7
years after the popularity of Berlin’s Alexander’s Ragtime Band, this song, with its
lyrics speaks of bringing ragtime music overseas to our troupes. These mostly young
soldiers loved ragtime and the emerging jazz music.

War Cloud – 1919 – Nick LaRocca

112

War Cloud (Fidgety Feet) begins with an introduction that uses the cakewalk
rhythm and proceeds to a 16 bar song form with a theme reminiscent of the “12 th
Street Rag.” There is a quasi stop time that begins in the second section. The last
section (trio) is exactly like that of a trio from a march. Soon after the year 1920 jazz
no longer uses or is influenced by the march and becomes strictly dance music.

When the Band begins to Play – no date – G. W. Hunt
Probably written around 1880s the lyrics mention the waltz, polka and
quadrille as the band plays “such jolly music.” It is marked “tempo di polka.” It
also mentions how well band music is accepted and is the main media for
performing the dance music of the era. The song is a celebration of the brass band.

Captain Cupid – 1908 – Arthur Pryor
Arthur Pryor was the great trombonist in Sousa’s band and did many of the
cakewalk and ragtime tunes for the band. He composed marches and ragtime pieces
and was the leader of his own military band and dance band. He was associated
with both the March and ragtime styles of music. It is marked a “March & two step.

The Minstrel Show Parade – 1914 – W. R. Williams
When ever a circus or minstrel show or other forms of entertainment, a
parade would be given to publicize the even. Most every appearance of a minstrel
show would bring forth their brass band parading through the streets to call
attention to the evenings show. This song marked a “medley Two Step" is in reality
a march with some syncopation and a few quotes of the cakewalk rhythm.

Hail To The Spirit of Freedom – 1915 – W. C. Handy
Best known for his composition “St. Louis Blues” W. C. Handy wrote
numerous popular songs including this march “Hail.” It is in 6/8 meter, changing to
2/4 in the trio and concludes with a grandioso final section. The second section
quotes the spiritual “Jesus Loves the Little Children.” There are only a few
measures that use syncopation and an occasional use of the cakewalk rhythm.

Pickaninnies on Parade – 1897 – G. D. Barnard
Published in New Orleans in 1897, this song again illustrates the relationship
of brass bands and the use of Negro subjects for the title of songs about Negro brass
bands. It was these bands (and the string band within them) that evolved into the
jazz band. Pickaninnies is marked “Temp di marcia” and contains some
syncopation with brilliant use of the woodwinds and some use of the cakewalk
rhythm.

Teddy Trombone – 1911 – Henry Fillmore
Teddy Trombone was one of a series of pieces directed at the trombone by
the famous march composer Henry Fillmore. Like Pryor, Fillmore also composed
music for popular consumption. There is an abundant use of the trombone glissando
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and interestingly in the customary position in the 13 and 14th measures there is the
traditional use of unison in a cakewalk rhythm.

Hunky Dory – 1900 – Abe Holzmann
Hunky Dory is marked “a characteristic cakewalk, march and two-step.
Written by the well-known ragtime composer Abe Holzmann. During this era many
popular songs were published with the possibility that it could be used as music for
a number of different types of dances. It uses the cakewalk rhythm and syncopation
throughout.

The Music of
Arthur Pryor
(1870-1942)
ARTHUR PRYOR
Born in St. Joseph, Missouri in 1870, Arthur Pryor exploited the possibilities
of the slide trombone and its mechanism in production of smears, as upward and
downward glissandi. The trombone of Pryor spoke in a humorous folk dialect. His
compositions preserve the flavor of marching bands that once paraded town streets
to advertise minstrel shows, circuses, and electoral candidates, as well as marching
in patriotic and holiday parades. Pryor formed his own band marching and dance
band that played with far more syncopation than other brass bands of his day. He
was an important figure in the evolution of ragtime and jazz from the marching
band to the ragtime orchestra. Playing in Sousa’s Band he was the one that
arranged popular and ragtime tunes for the band’s concerts. Pryor was with the
Sousa Band from 1892 to 1903 and was the assistant conductor with the band as
well as one of its arrangers. The old timers of Sousa’s Band were a little
embarrassed at syncopated music. They felt it was beneath their dignity to play it.
Pryor’s band programs showed a connection between original cakewalks and longstanding brass band music traditions. He created a new genre of band music. It was
Pryor’s arrangements of cakewalks and ragtime that Sousa played on his European
tour that was met with energetic acclaim. His arrangements and Sousa’s Band
influenced European classical music and this influence led to many famous
composers using this ragtime genre in their compositions, to name a few: Claude
Debussy, Maurice Ravel, Igor Stravinsky, Darius Milhaud and many others. Sousa
and Pryor gave ragtime and jazz the legitimacy it needed to be accepted as an art
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form. The rest is history. Pryor composed many cakewalks and ragtime pieces as
well as the traditional marches and band suites of the day. Perhaps his most famous
song is “The Whistler and His Dog.”

Program
1 - Coon Band Contest - 1899

8 - Razzazza Mazzazza - 1905

2 - Southern Hospitality - 1899

9 - Triumph of Old Glory - 1908

3 - Skipperjack Dance - 1901

10- Captain Cupid - 1908

4 - Mr. Black Man - 1904

11 - Canhanibalmo Rag - 1911

5 - On Jersey Shore - 1904

12 - Fox Trot - 1914

6 - Toute La Nuit - 1904

13 - We’ll Be There Uncle Sam –
1917

7 - The Whistler and His Dog - 1905

Coon Band Contest - 1899
Pryor wrote this piece for concert band performance. The music illustrates
the link between brass band music and the Negro type music, i.e., the cakewalk.
Published in 1899, it is a very good example of the cakewalk genre using the
characteristic cakewalk rhythm and syncopation. There is also a very characteristic
trombone performance with a generous use of the glissando.

Southern Hospitality - 1899
Marked a ragtime cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer’s credit. The introduction has an interesting use of
the cakewalk rhythm in unison. It is marked “Marcia Moderato,” again linking the
cakewalk music to the March and brass band. Using both the cakewalk rhythm and
the syncopation of ragtime it is a bridge between the two styles.

Skipperjack Dance - 1901
Written in 1901 during the ragtime era it is called a ‘dance,’ using triplets
and eight-notes in its themes, we do find some use of syncopation. It is in the regular
march form with a repeat of section "A" which leads to a ‘poco piu animato finale
section ending with a two bar coda marked piu mosso.

Mr. Black Man - 1904
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Marked ‘March and Two-Step” “Mr. Black Man” is a fully developed
cakewalk. In the 2nd section we find unison in the 13th measure using the cakewalk
rhythm, a tradition with any ‘authentic’ cakewalk. There is an interesting use of the
Scotch snap (o o). In what is similar to a trio, we find lyrics in the sheet music, the
melody being repeated with new music. The lyrics:
“Oh Mister Black Man, what have you been. I’se gwine to leave you if you
don’t’ run right round here and love you Baby love. Love her true for it you don’t
she’ll lose you.”
Except for the dialect it is not the traditional stereo type for a
cakewalk, and shows the respect Pryor had for this style.

On Jersey Shore - 1904
One of three Pryor marches on the program; it contains 4 sections with a
repeat of the trio to a fine ending. Using traditional harmony there is no syncopation
present but the march sounds like a typical march of the period at the turn of the
20th century.

Toute La Nuit (All Night) - 1904
Marked a One-Step-Two-Step-Rag, it is arranged by the well-known concert
band arranger/educator, M. L. Lake. It is in March form, much like early ragtime
form, again linking the march to the evolution of early jazz and ragtime. There is
little use of syncopation and sounds more like a march than ragtime.

Whistler and His Dog - 1905
Played by Arthur Pryor and his band the melody of this piece is probably
familiar to most people. It is marked a Caprice and is not to be played too fast. The
melody is used as background music for many early motion pictures for a relaxed
background or a lax-a- daiscal attitude of a present. It begins with the familiar
melody but includes other section of material leading back to the main melody. This
main melody is brought back three times with interludes between. The cover shows
a small boy whistling, sitting on a barrel with a small dog attentively listening with
some observers looking over a fence with a poster about the upcoming performance
of the Pryor Band.

Razzazza Mazzazza - 1905
There are no marking as to the type of piece this is but in examining the
rhythmic structure it should be placed in the ragtime style. There is much use of
syncopation but with no use of the cakewalk rhythm. It is written in ragtime form
having sections A, B, A2, C, a repeat of B ending the composition. The cakewalk
rhythm is used a few times but the rhythm begins with a tie on the first note of the
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The Triumph of Old Glory - 1907
“The Triumph of Old Glory is marked “Our President’s March,” which
would at this time have been Teddy Roosevelt (1901-1909), it is a series of 8
marches, written is 16 and 32 bars in length. Section D is marked ‘trio’ and changes
from 2/2 meter to 4/4 meter. Section C uses a modified cakewalk rhythm in certain
measures, but mostly in regular march rhythms and styles associated with the
march.

Captain Cupid - 1908
Written in 6/8 meter it is a short march but is marked a ‘two-step,’ once
again showing the relationship between the march and the early jazz dance the twostep. There are three sections, each 16 measures long, beginning with a 4 four
introduction.

Canhanibalmo Rag - 1911
Using the typical cakewalk rhythm this composition shows the close
relationship between the cakewalk and the rag. This piece uses the cakewalk rhythm
with syncopation. The piece was arranged by Charles Roberts and seems to have
been published for dance orchestras, piano and full band. It modulates from Bb to
Eb in the trio, which is in two sections. The trio has some unusual and more
demanding rhythmic figures. Written in 1911, one can see the development and the
influence of the rag by the cakewalk. Both styles were on the downward scale in
popularity during this time and would not last past the lst World War. It also can be
seen that dance music is becoming more technically demanding with the rhythm
becoming more complicated.

Fox Trot - 1914
The title “Fox Trot” names the most popular jazz dance of the 20’s, made
popular by the dancing pair of Vernon and Irene Castle. The rhythm uses dotted
patterns in all sections with section D a repeat of section B. The use of syncopation is
found in section C. Section C uses the typical ragtime feeling and one can notice that
this song shows the evolution from ragtime to the popular Fox Trot, a characteristic
song of the new jazz age.

We’ll Be There Uncle Sam - 1917
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Written in 1917 during the First World War, it is marked a ‘Patriotic March
song,” containing words throughout. It is in two sections, each 32 bar long, acting
like a verse and chorus format, it shows the patriotic feeling of Americans during
the ‘Great War.”

John Philip Sousa
A Concert of Sousa’s programming of Ragtime,
Cakewalks, and original popular compositions

Featuring the:

LAKE ARROWHEAD EARLY
JAZZ BAND
(Dr. Karl Koenig-Conductor/Founder)
John Philip Sousa was born Nov. 6, 1854 in Washington, D. C. His father was
a trombonist in the Marine Band. John Philip grew up around military band music.
He began his musical studies at about age 6 and became an excellent violinist. After
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serving in the Marine band he toured as a violinist and began conducting theater
orchestras and conducted Gilbert & Sullivan H.M.S. Pinafore on Broadway. He
assumed leadership of the Marine Band in Sept. of 1880. He resigned from this
position to form his own band in 1892. Having written his famous “Stars and
Stripes Forever in 1896, it was the last piece he conducted before he died in 1932.
Of course, Sousa is best known for his many great marches and his other
compositions are often neglected which include 15 operettas and many waltzes and
popular tunes. Also were the ‘Suites” written by Sousa that include: “Dwellers of
the Western World,” Leaves From My Notebook: and “Three Quotations.” His
first composition was “Moonlight On The Potomac,” written in 1872.It was the
Sousa Band that introduced ragtime to Europe, this playing of American ragtime
music during his concerts influenced composers such as Debussy, Ravel,
Schoenberg, Milhaud, and many others. Arthur Pryor, Sousa’s great trombone
soloist and assistant conductor made many of these early cakewalk arrangements
for the Sousa Band.
There were cakewalk/ragtime pieces dedicated to Sousa, songs that mention
Sousa such as “When Sousa Comes To Town (1902), and “Sousa Swing.”
Sousa also developed an upright tuba to be known as the “Sousaphone.” In
Sousa’s own words: “I spoke to Mr. Pepper relative to constructing a bass
instrument in which the bell would turn upwards and be adjustable for concert
purposes. He built one and, grateful to me for the suggestion, called it a
Sousaphone.”
This program includes many of the above-mentioned compositions, with
some ragtime pieces that state on the cover that the Sousa Band played them.

The Program
1 - Moonlight on the Potomac - 1872 - Sousa
2 - Deed I Has To Laugh - 1877 - Minstrel Song - Sousa
3- Oh, My! De Sight - 1880 - Sousa
4 - Do We? We Do - 1889 - Sousa
5 - Yale Society two-step - 1894 - C. VanBaar - Dedicated to
Sousa
6 - Rastus on Parade - 1895 - Kerry Mills
7 - In Darkest Africa - from “Three Quatations” 1895 - Sousa
8 - Sambo at the Cake Walk - 1896 - Alfred Marks
9 - Ma Angeline - 1896 - C. O’Brien
10 - The Shuffling Coon - 1897 - J. R. Todd - Buck & Wing Dance
11- Levee Revels - 1898 - Wm. O’Hare - Cane Hop
12 - Bride Elect - 1898 - Waltz from the Opera
13 - Coon Band Contest - 1899 - Arthur Pryor
14- Policy Sam - 1899 - Joseph Gioscia
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15 - Southern Hospitality - 1899 - Arthur Pryor
16- Dusky Dudes - 1900 - Cakewalk
17- Hunky Dory - 1900 - Abe Holzmann
18- Creole Belles - 1900 - J. Lampe
19- When Sousa Comes To Coon-Town - 1902 - J. Vaughn, T.
Lemonier
20- Bunch O’ Blackberries - Holtzmann - 1909
21-The Black Man, from “Dwellers of the Western World - 1911 Sousa
22 - Colonial Dames - 1931 - Sousa
Moonlight on the Potomac - 1872 - Sousa
The first published Sousa composition appeared in 1872. There is an
interesting story that goes with the composition of this group of waltzes. It was
frivolously commissioned and published by a friend of Sousa who wanted to win a
young lady’s favors by presenting her with a composition dedicated to her honor.
The composition begins with an introduction in 6/8 meter followed by 6 small
waltzes and ending with a lengthy finale in ¾ meter.

Deed I Has To Laugh - 1877 - Sousa
Written for the minstrel troupe of Carncross & Dixey, it lists Sousa as the
composer, although in some articles Sousa is mentioned as the lyricist. It is subtitled
“Plantation Scene.” As one would expect it contains words in Negro dialect. During
this era the minstrel was one of the most popular in entertainment but to find Sousa
writing a song of this nature is rather surprising. It does not contain any
syncopation or rhythms associated with the Negro music of the era.

Oh My! De Sight - 1880 - Sousa
Written in the first year of his marriage to Jane van Middlesworth Bellis in
1879, Sousa was asked to compile and compose music for the variety show “Our
Flirtation.” He accomplished this while on vacation at Cape May, New Jersey. The
show was produced at the Park Theatre in Philadelphia. Sousa, while on tour with
“Our Flirtation” received an offer for leadership of the U.S. Marine Band. He
accepted and became the 14 leader of the band. He stayed with the band for 12 year,
under 5 presidents and the first conductor to be American born.
Oh My! De Sight is in Negro dialect and seems to be about a person
ascending to Heaven in a dream and saw the angels and Gabriel tootin’ his horn.

Do We? We Do - 1899 - Sousa
Written for the Gridiron Club of Washington D. C. in 1889 it is in 6/8 meter,
a meter usually associated with March meter. The Lyrics speak of the poet, the
lover, and the singer and is classic in content.
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Yale Society Two-Step - 1894 - Chas. L. VanBaar
Sousa’s only connection with Yale University seems to have been when his
band, in 1910, was touring through New England he was overcome by a malaria
attack and carried from a Yale University stage on a stretcher.
Written and dedicated to Sousa by Chas. L. VanBaar in 1894, the “Yale
March & Two Step” is a typical march in 6/8 meter. Subtitled a two-step it is
characteristic of the combination of the march and the two-step dance style of the
era.

Rastus on Parade - 1895 - Kerry Mills
Rastus on Parade is one of the earliest cakewalk types published. It can be
called an early rag, being published in 1895. Brass bands were closely associated
with early cakewalks and Negro style music. “Rastus” uses the early type of
syncopated rhythm and gained notoriety because the Sousa Band played the piece.
The Negro poet Lawrence Dunbar (1872-1906) used its name in 1903 in his poem
“The Colored Band.” Its style illustrates the evolution from the march to the
cakewalk and rag.

In Darkest Africa - from “Three Quotations” - 1895 - Sousa
Sousa composed a number of band suites including “Dwellers of the Western
World,” “Tales of a Traveler,” and “Three Quotations.” In Darkest Africa is one of
three sections of “Three Quotations.” Written in 1895, it is not an attempt at having
the piece sound African in nature but more in the style of a two-step with some use
of the cakewalk rhythm and with syncopation used sparingly. It does show the
willingness of Sousa to use Negro topics in his suites and the programming of Negro
style music for his concerts.

Sambo at the Cake Walk - 1896 - Alfred C. Marks
On the band’s first tour of Europe in 1900 the continent got its first live
performance of ragtime music. Upon performing some ragtime selections the Paris
audience was very enthusiastic over what they heard. Sousa, in his concerts in
America had programmed cakewalks and ragtime music. In 1896 a piece was
composed and dedicated to Sousa entitled Sambo at the Cake Walk. We have seen
that Sousa had written some minstrel type music and used Negro themes in some of
his band suites. Many contemporary composers wished to have the Sousa band play
their music and thusly dedicated some to Sousa. Alfred C. Marks, in1896, wrote
what is described as a ”March and Two Step.” The Two Step, the March and the
Cakewalk were very closely related and we find some use of the cakewalk rhythm in
this piece.

Ma Angeline - 1896 - Charles O’Brien
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Described as the greatest Coon Song of the Age it was played “at all the
Sousa band concerts.” The vaudevillian Carroll Johnson is shown on the cover in
his blackface and costume for his vaudeville routine.

The Shuffling Coon - 1897 - J. Todd
This is one of the cakewalks performed by Sousa’s Band. It is described as a
Buck and Wing Dance and uses the cakewalk rhythm in the 1st and 4trh section of
the piece.

Levee Revels - 1898 - Wm. O’Hare
Another of the cakewalks done by Sousa’s Band There is the use of the
cakewalk rhythm throughout. It is described as an “Afro-American Cane Hop.”
The sheet music cover depicts an old Negro man with a cane doing a dance while
being accompanied by a banjoist and a bone player on the docks of a river with a
steamboat cruising on the river.

Bride Elect - 1898 - Sousa
Sousa wrote 15 operettas. Contained within this arrangement are some of the
waltzes used in the opera, “Bride Elect.” While Sousa was not known for his writing
of waltzes those waltzes contained without the arrangement are typical style waltzes
of the era. A waltz was one of the most popular dances in the dance band repertoire.

A Coon Band Contest - 1899 - Arthur Pryor
Pryor wrote this piece for band concert performance. The music illustrates
the like between brass band music and the Negro type music, i.e. the cakewalk. This
piece was re-issued in 1918 unaltered except for a new, more fashionable descriptive
designation “Jazz Fox Trot.” Published in 1899, it is a very good example of the
cakewalk genre using the characteristic cakewalk rhythm and using syncopation.
There is also a very characteristic trombone performance with a generous use of
glissandos.

Policy Sam - 1899 - Joseph Gioscia
One of the selections played by the Sousa Band at the Paris Exposition
during their European tour Policy Sam is true cakewalk in style. The use of the
cakewalk rhythm throughout is seem in the introduction, the first, third (a repeat of
section one) and trio sections of the piece. It is described as a Cakewalk & Two Step.

Southern Hospitality - 1899 - Arthur Pryor
Marked a ragtime/cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer’s credit. The introduction has an interesting use of
the cakewalk rhythm in unison. It is marked “Marcia Moderato,” again linking the
cakewalk music to the March and brass bands. Using both the cakewalk rhythm
and the syncopation of ragtime it is a bridge between the two styles.
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Dusky Dudes - 1900 - Jean Schwartz
During the year 1899, cakewalks were one of the most popular styles of
American popular music. Within the song there is multiple use of the cakewalk
rhythm. Written in a quasi march form, it is an excellent example of a cakewalk at
the turn of the 19th century. The cakewalk brought to the foreground of American
popular music this style of Negro music and rhythm. The cakewalk is a direct
ancestor of the music called ragtime.

Hunky Dory - 1900 - Abe Holzmann
Marked as a characteristic cakewalk, march and two-step it is a great
example of a cakewalk of the era, using the cakewalk rhythm throughout. Written
by the famous Abe Holzmann who is credited with many ragtime pieces during this
era, with his most famous being “Smokey Mokes.” This was one of the favorites of
the Sousa Band.

Creole Belles - 1900 - J. B. Lampe (pseudonym: Ribe Danmark)
This is another cakewalk that was popular with Sousa’s Band and often
played. The second section uses counterpoint. The third section stresses the “Scotch
Snap” ( o o ) which often appeared in early plantation music. If one hears only the
first section one would say it is definitely a cakewalk, but if hearing the second
section one would say it is a march.

When Sousa Comes To Coon-Town - 1902
Probably written to capitalize on the popularity of the Sousa Band the lyrics
describe the activities and comments when Sousa brings his popular band to a
community, in this case, a factious Negro section of an American town. It shows the
popularity of military bands at the turn of the 20th century. Sousa’s Band is pictured
on the cover surrounded by the Negroes of the town, led by young Negro children.
One pictured playing a brass instrument.

Bunch O’ Blackberries – Abe Holtzmann - 1909
Published in 1909, it is marked a cakewalk and two-step, “Bunch” is a
traditional cakewalk using the characteristic rhythm of the cakewalk and its
traditional appearance in the 13th and 14th measures of the first section. It is written
in 5 sections with a transitional ‘break’ before the last section. This cakewalk was
played by the Sousa Band and was introduced in Paris by Sousa. The influence of
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the Sousa Band overseas cannot be overstated. We only have to point out that
Debussy heard the Sousa Band and later composed his famous cakewalk.

The Black Man - 1911 - Sousa
In 1911 Sousa wrote a band suite entitled “Dwellers of the Western World. It
contained three sections: “The Red Man,’ “The
White Man” and the “Black Man.” We will play the third section “The Black
Man.”

Colonial Dames - 1931 - Sousa
This waltz was one of the last compositions by Sousa, being written in 1931,
and a year before his death. It ends with a 7 measure chromatic run. There are
basically two themes, the main theme being divided by transitional material.

The cakewalk
A musical
History
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The Cakewalk
The most popular media of American popular music during the evolution of
jazz was the military /concert band - the most popular bands being those of J. P.
Sousa and Arthur Pryor. The dance orchestra of the era was called the string band
or ‘society’ band that existed in most every town in the U.S. These bands were the
main media for the performance of cakewalks.
The cakewalk became one of the most popular of all Negro styles of music
and reached its zenith around 1899. The first published cakewalk was “Walking For
Dat Cake,” published in 1877.
The cakewalk was the first ragtime style music, using a syncopated style and
possessing a characteristic rhythm (o o o). Music of the era mixed genres and a piece
of music could be called a cakewalk, rag, two-step, march or polka when used for
dancing.
The ancestor of the cakewalk was the early jigs and reels played on the
plantation. The Jigs and reels frequently used the cakewalk rhythm. These early jigs
& reels were gathered together into one composition and became the cakewalk
form.
Concert performances of cakewalks by military bands led to the development
of ragtime. Composers like Arthur Pryor and Abe Holzmann, had a through
understanding of the wind idiom and the rhythms of ragtime, and created a new
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genre of band music. A debt is owed to the street and string bands of New Orleans
and their tradition of marching to ragtime music (later to be called jazz).
Marching and dance bands spread ragtime rhythms both directly and
indirectly. Scott Joplin was a member of the Queen City Concert Band in Sedalia.
Arthur Pryor played with the Sousa Band and had his own dance band during the
off-season from Sousa’s Band. The fusing of powerful emotional and rhythmic
music created a strong repository for new musical expressions.
The popularity of the early cakewalks created the institution of Tin Pan
Alley as a force in the music publishing business. Prior to this era there were no
large-scale commercial operations for this style of music. We mostly find local
publishing companies publishing local composer’s works. (Ex: the New Orleans
publishing firms such as Grunewalds and Werleins.) The cakewalk craze spurred
the whole entertainment industry and became as much of an influence as today’s
current rock era. Irving Berlin remarked that:
“The prominence of bands in early non-vocal ragtime recordings also
testifies to the importance of this medium, as do the advertisements for band
arrangements in some popular oriented music. For the present it is sufficient to
observe that with such an abundance and variety of instrumental and vocal versions
of ragtime, the piano genre did not have the prominence it enjoys today.”
Not only brass bands but also theater and dance bands played the cakewalk
and later ragtime music. From the middle 1890’s cakewalk and ragtime pieces were
published and were available for dance and theater orchestras. Schafer in the New
Grove Dictionary of Jazz states:
“The multithematic elements of most of the compositions in “The Red Book”
(Joplin Rags) influenced early jazz…ragtime was later transcribed for the large
concert bands of J. P. Sousa and Arthur Pryor.”

Program
The Cakewalk
Walking For Dat Cake - 1877
The Cakewalk Patrol - 1895
Rastus On Parade - 1895
At A Georgia Camp Meeting - 1897
Coontown Capers - 1897
Smoky Mokes - 1898
Original Jigs & Reels - 1899
A Coon Band Contest - 1899
Southern Hospitality - 1899
A Warm Up In Dixie - 1899
Cotton Pickers Rag & Cakewalk - 1899
An Ethiopian Mardi Gras - 1899
Alabama Dream - 1899
Swipsey - 1900
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The Darkies Drill - 1903
Coon’s Birthday - 1903
Mr. Black Man - 1904
Bethena Concert Waltz - 1905
Keep Moving - 1915

Walking For Dat Cake - 1877 - Dave Braham
Written by Dave Braham and Edward Harrigan, this piece was published in
1877. The cakewalk was originally a plantation dance accompanied by banjo music,
generally on Sunday when slaves would dress up in fancy clothes and prance
around to the music. The custom developed when the master gave a cake to the
couple that presented the proudest movements. It then appeared in the minstrel
shows and passed into the variety acts of early vaudeville.
The team of Harrigan and Hart presented, in 1877, a musical selection called
“Walking For Dat Cake.” It was billed as an “exquisite picture of Negro life and
customs.”
The rhythms are laced with dotted figures with some use of syncopation.
However, it was the words that seem to be of more importance than the rhythms at
this time, in this song.
The song is divided into four sections with the 4th section an instrumental one
before it repeats to a D.C. This piece does not use the traditional cakewalk rhythm
and perhaps should not be called an early cakewalk, but the title indicates the use of
the activity of cakewalking as a viable article.
The lyrics describe individual participating in the cakewalk. There is no
evidence of the traditional cakewalk rhythm but the song contains dotted rhythms.
The lyrics state: “No use, we can’t keep still; Oh, please to stop dat music, a walking
for dat cake.”

The Cake Walk Patrol - 1895 - William Krell
A patrol is a march using dynamic characteristics of crescendo and
decrescendo. It is in the form of a syncopated march style portraying inept Negro
soldiers and was a staple of the minstrel stage. William Krell, one of the most
popular and successful composers of his day wrote ‘Cakewalk patrol’ in 1903. It is
labeled a two-step. By its use of united syncopation it pointed the way to ragtime.
The cakewalk rhythm is found in the last section, which after a transition, is
repeated to end the song. This song exhibits the rhythms of ragtime, and qualifies as
one of the earliest, if not the earliest published rag. Cakewalk Patrol makes
extensive use of united syncopation in the early sections.

Rastus On Parade - 1895 - Kerry Mills
Rastus on Parade is one of the earliest cakewalk types published. It can be
called an early rag, being published in 1895. These early compositions were
primarily for piano and identified as to the style of music. Brass Bands were closely
associated with early cakewalks and Negro style music. Its champion was Arthur
Pryor, trombonist/arranger for the Sousa’s Band, later leading his own band. Pryor
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arranged early Negro music for Sousa. Sousa’s Band always played the most
popular music of his day along with his regular classical based programs.
“Rastus” gained some notoriety when the Sousa Band performed it. The song
gained additional notoriety when it was used in a poem “The Colored Band” (1903)
by Negro poet Lawrence Dunbar (1872-1906).

Georgia Camp Meeting - 1897 - Kerry Mills
Written as a ‘two-step, polka or cakewalk’ it is in reality a perfect
characteristic cakewalk. Kerry Mills, born in Philadelphia in 1869, was perhaps the
most popular composer of American popular music in his lifetime, stated: “This
march was not intended to be a part of the religious exercise, but when the young
folks got together they felt as if they needed some amusement. A cakewalk was
suggested and held in a quiet place - hence this music,”
Mills’ career reflected the changing trends in American popular music in
1895 to 1915 in detail. He was a skillful and prolific composer capable of writing in
any popular idiom. His most lasting composition might be “Red Wing.” Mills
compositions were the antecedent of classic ragtime and they indicate a bridge
between the old two-step danced to Sousa’s “Washington Post March and Twostep” and the emerging styles of black-revived dance called the cakewalk. In Mills’
music, unlike the grotesque ‘coon’ songs of the era, the Negro is a medicum of
dignity and individuality. His sheet music covers (again unlike the ‘coon’ song
covers of this era), are carefully conceived and executed designed to emphasize the
title, the composer’s name and a distinct ‘Negro image’ without resorting to a
complex apparatus of symbolism. “Georgia” was the biggest of cakewalk hits and is
based on the Civil War tune “Our Boys Will Shine tonight.” In “Georgia” one can
see the influence of the cakewalk ancestor - the march, and it is band music and not
in the keyboard idiom.

Coontown Capers - 1897 - T. Morse
Marked a two-step/cakewalk, “Capers” is march-like but with a syncopated
introduction. The sheet music cover list of 15 different instrumental combinations
that could be used. It is one of the earliest cakewalks using united syncopation
throughout, with the traditional use of unison and cakewalk rhythms in bar 13. One
interesting part is the vocal in section D (the piece is in four sections), with the
melody of the vocal repeated instrumentally to the end of the song. It became
commercial viable to add ‘coon’ song lyrics to cakewalks as cakewalks were selling
well. A sample of the lyrics: “Coons will be dancing, Gals will be prancing until the
morning bright. Folks will be singing, shouting and winging, capers in Coontown
tonight."

Smoky Mokes - 1899 - Abe Holzman
Abe Holzmann (1874-1939) was born in New York City. He was conservatory
trained and was the composer of “Bunch of Blackberries” (1900), which was
popularized internationally by Sousa. “Smoky Mokes” was a very successful song,
and uses united syncopation.
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Described as a cakewalk and two-step we find, in the vocal part, a text that is
in Negro dialect and is an example of the lyrics in what were called ‘coon’ songs.
Lyrics are by W. Murdoch Lind.
There are two versions that were published. The vocal copy has a picture of
Edna Collins in the foreground with a caricature of a Negro in the background. In
the instrumental cover there is a picture of four young Negro lads. The cover
reminds us that it can be used as a cakewalk or two-step. Also given on the left of
the picture is a statement: “published also as a song with humorous darky text.”
The cakewalk/ragtime song was primarily an instrumental form.

Original Jigs and Reels - 1899 - D. S. Godfrey
Written by D. s. Godfrey in 1899, this is a collection of jigs and reels that
have a much earlier origin date than 1899. The origin of the reel has ancient roots,
going back to the old Scandinavian, Scottish and English countries. The jig origin is
in ancient German and Italian dances. The reel was popular in early America. In it
one can see the origin of Negro dancing as described by Lafcadio Hearn: “The
dancers danced a double quadrille …but warming with the wild spirit of the music,
leaps and shouts, swinging each other off the floor, and keeping time with a
precision that shook the building in time to the music…then the music changed to
an old Virginia Reel…presented the most grotesque spectacle imaginable…men
patted juba and shouted.” This type of music and dancing, was the ancestor of the
jazz dance. In two of the group we find the use of the cakewalk rhythm.

A Coon Band Contest - 1899 - Arthur Pryor
Arthur Pryor wrote this piece for band concert performance. The music
illustrates the link between brass band music and the Negro type music, i.e. the
cakewalk. This piece was re-issued in 1918 unaltered except for a new, more
fashionable descriptive designation “Jazz Fox Trot.” Published in 1899, it is a good
example of the cakewalk genre using the characteristic cakewalk rhythm and
syncopation. There is also a very characteristic trombone part using ‘smears’ or
‘glissandos.’

Southern Hospitality - 1899 - Arthur Pryor
Marked a ragtime/cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer’s credit. The introduction has an interesting use of
the cakewalk rhythm in unison. It is marked “Marcia Moderato,” again linking the
cakewalk music to the March and brass band. Using both the cakewalk rhythm and
the syncopation of ragtime it is a bridge between the two styles.

A Warmin’ Up In Dixie - 1899 - E. T. Paull
All of Paull’s sheet music covers were very colorful and help sell his songs.
This piece is described as a ‘cakewalk, march and two-step.’ Written in 1899, the
year that the cakewalk was the most popular, it uses the cakewalk rhythm and
remains one of the best examples of the cakewalk idiom.
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Cotton Pickers Rag & Cakewalk - 1899 - William Braun
One of the most popular arrangements in New Orleans during its
publication, the song is a great example of the cakewalk and its evolution to ragtime.
The composer, William Braun, was born in New Orleans in 1867. He became
a prominent bandleader in the city and was most famous for his association with the
Rex Carnival Krewe and the Pan-American Life Insurance Company Band. He was
associated with a great number of New Orleans Jazz musicians such as Nick
LaRocca, Emmett Hardy and Eddie Edwards. He died in 1940.
“Cotton Pickers” is a charming cakewalk and is fun to play. It could be the
model for all music that was called a cakewalk. A characteristic of these early
cakewalks was the use of the cakewalk rhythm in the 13th and 14th measure of the
first section. It was published by one of the leading music stores in New Orleans, the
Grunewald Music Company.

An Ethiopian Mardi Gras - 1899 - M. Levi
Marked a ‘two-step and cakewalk’ this cakewalk contains 6 sections, with
not only a repeat of musical material of D in section F, but an added obbligato
played by the piccolo (which is preceded by a four bar transition.) Section A (which
is in an 8 bar phrase structure-repeated) is again found in section C. This is a more
developed cakewalk which breaks the traditional structural form.

Alabama Dream - 1899 - G. Bernard
Written in 1899 Alabama Dream is a good example of a cakewalk that is
evolving into what would be called ragtime. New Orleans musicians called the early
jazz they played ‘ragtime.’ In Chicago it became known as jazz. ”Alabama”
contains many figures in the cakewalk rhythm. The trio uses the cakewalk rhythm not in the familiar time values of 8ths and 15ths but as 8ths and quarter notes.
Interesting counterpoint is used in the trio with the cornet using the cakewalk
rhythm in small note values while the clarinet 8th and quarter values. As in many
early-published musical arrangements, we find a few mistakes in the parts.

Swipsey - 1900 - Arthur Marshall/Scott Joplin
Most early ragtime publications were published for most every musical
combination. As it gained in popularity there began piano transcriptions. Joplin
assisted the young composer Arthur Marshall in writing this piece which is labeled a
cakewalk. The piece is mostly known as a piano solo but it sounds excellent as an
instrumental arrangement.

The Darkies Drill - 1903 - Agnes Melville
Marked a ‘two-step and cakewalk’ this piece comes as the fad and popularity
of the cakewalk was fading. We can tell it is later in the development of the style as
it contains harmonies foreign to the home key of C Major (the trio), has an Ab7th
chord). It is somewhat reminiscent of the ‘Patrol’ style, popular before the turn of
the century. It also contains some tied syncopation (united syncopation), typical of
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later cakewalks and rags. Section d contains the same melodic material as section B,
but is preceded by a 4 bar transition, more typical of ragtime. The dynamics, an
important part of a ‘patrol’ style should be observed and played with care.

Coon’s Birthday - 1903 - Paul Linke
Perhaps one of the most developed cakewalks, it begins with the traditional
ABA form and then modulates from C to F in the D section (marked trio), with the
melody in the lower part, then repeated with the melody in the middle part. Section
F presents a more harmonic structure - not typical of cakewalks. This section also
contains musical play between the high parts and the low parts, with brief
modulations from D major to F minor. Counterpoint is explored in the 13th bar of
this section and is developed in Section G, with the melody being stated in the lower
part using an obbligato like figure in the high parts. This cakewalk is more
developed harmonically than the cakewalks of the 1899 era and shows the
cakewalk’s progress into becoming a more pianist style and progressing to classic
ragtime. Paul Linke was a European composer and a ragtime pianist who is said to
have played in San Francisco. His melodism is typical of European composers
attempting to write cakewalks and ragtime.

Mr. Blackman - 1904 - Arthur Pryor
Marked ‘March and two-step’ “Mr. Blackman” is a fully developed
cakewalk. In the 2nd section we find unison and the cakewalk rhythm I the 13 th and
14th measures as was tradition with any ‘authentic’ cakewalk. There is an
interesting use of the Scotch Snap (16note followed by a doted 8 th). To what is
similar to a musical trio, we find lyrics in the sheet music, the melody being repeated
with new music. Except for the Negro dialect, the lyrics are not the traditional
‘coon’ song lyrics and show the respect Pryor had for this style.

Bethena Waltz - 1905 - Scott Joplin
Scott Joplin is known for his many ragtime compositions. We are familiar
with his rag “The entertainer” and his “Maple Leaf Rag.” Joplin also wrote two
ragtime operas and other popular forms of the era, including minstrel songs. Not as
well known but called one of his finest is the innovations Joplin wrote in the
“Bethena Waltz.” He uses the cakewalk rhythm in ¾ time that insures the use of
syncopation throughout the piece. Two thirds of all the ragtime compositions of
Joplin use the cakewalk rhythm.

Keep Moving - 1915 - William White
There seemed to be a small cakewalk revival in 1915 with the publication of a
number of cakewalks led by Kerry Mills. The cakewalk had faded around 1903.
“Keep Moving,” written by William White, uses the cakewalk rhythm throughout
but introduces a dotted rhythm figure, a characteristic of the maturing ragtime style
as well as tied syncopation, also an element of the ragtime idiom. The tradition of
the use of the cakewalk rhythm in the 13th and 14th bars of the first section is
adhered to. The cover shows a more realistic view of Negroes in the cakewalk dance.
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Cakewalk
“The C. D.”
With the
Lake Arrowhead Early Jazz Band
(Dr. Karl Koenig-Conductor/Founder)
The Cakewalk

The ancestor of the cakewalk was the early jigs and reels of the Negro. The
Negro jig used the cakewalk rhythm (a syncopated figure). These early jigs were
gathered together into one composition and became the cakewalk form.
Concert performances of cakewalks by military bands led to the development
of ragtime. Composers like Arthur Pryor and Abe Holzmann, had a thorough
understanding of the wind instrument idiom and the rhythms of ragtime, and
created a new genre of band music.
The popularity of the early cakewalk, taken from the entertainment activities
of the plantation slave soon became a national institution first entering the minstrel
show and soon spread to the Broadway stage. The most popular of cakewalk
performers was the team of Williams and Walker. Grand cakewalk contests soon
were featured in Madison Square Garden in New York and to acclaim the world
over.
The popularity of the cakewalk created the institution of Tin Pan Alley as a
force in the music publishing business. The cakewalk craze spurred the whole
entertainment industry and became a major influence in bringing Negro style music
to the vast American public, and unto the world entertainment scene. Hundreds of
cakewalks were published and became big sellers for the music industry. From the
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middle 1890s until the early decade of the 20th century the cakewalk was the most
popular form of music in the land. There was a brief revival around 1914-15.
The Lake Arrowhead Early Jazz Band revives this musical style in its first C.
D. published by “Stomp Off” Records. It features 20 cakewalks from 1897 to 1915.

The Program
“The Cakewalk”
Cotton Pickers Rag & Cakewalk - 1899 - William J. Braun (no subtitle)
A Warmin’ Up In Dixie - 1899 - E. T. Paull - Cake Walk, March & Two Step
Hello My Baby - 1899 - Joe Howard & Emerson - March with vocal chorus
Hunky Dory - 1900 - Abe Holzmann - Cakewalk & Two Step
*Georgia Camp Meeting - 1897 - Kerry Mills - March
Coontown Capers - 1897 - Theo. F. Morse - Two Step or Cake-walk
A Warm Reception - 1899 - B. Anthony - Cakewalk and Two Step
A Coon Band Contest - 1899 - Arthur Pryor - Cake Walk & Two Step
Dusky Dudes - 18999 - Jean Schwartz - Cake Walk
*Whistling Rufus - 1899 - Kerry Mills- A characteristic March
Happy Mose - 1899 - Phil Kussel - Cake Walk Two-Step
Smoky Mokes - 1899 - Abe Holzmann - Cake Walk & Two Step
Koonville Koonlets - 1899 - Weidt - Characteristic Cake Walk and Two-Step March
Shuffling Jasper - 1899 - W. H. Scouton - (no sub-title)
Uncle Jasper’s Jubilee - 1899 - E. T. Paull - Dance characteristic (Two
Step & Cake Walk
Southern Hospitality - 1899 - Arthur Pryor - Rag-time Cake Walk (Sousa’s Band)
Creole Belles - 1900 - J. B. Lampe - Rat-time & Two Step (Ribe Danmark)
Colored Aristocracy - 1899 - Gus Bernard - (no Sub-title)
The Darkies Drill - 1903 - Agnes Melville - Two Step & Cake Walk
An Ethiopian Mardi Gras - 1899 - Maurice Levi - Two-Step & Cake Walk
Coon’s Birthday - 1903 - Paul Linke - (Negers Geburtstag) Cakewalk-Two
Bunch O’ Blackberries - 1900 - Abe Holzmann - Cakewalk (Two Step)
Keep Moving - 1915 - William White - Cake Walk
* Which can be used effectively as a Two Step, Polka or Cake Walk

Cotton Pickers Rag & Cakewalk - 1899 - William J. Braun
This song was one of the most popular cakewalks in New Orleans during its
publication. The song is a great example of the cakewalk genre and its evolution to
ragtime. The composer, William Braun, was born in New Orleans in 1867. He
became a prominent bandleader in the city and was most famous for his association
with the Rex. Carnival Krewe and the Pan-American Life Insurance company
Band. He was associated with a great number of New Orleans jazz musicians,
including Nick LaRocca, Emmett Hardy and Eddie Edwards. He died in 1940.
“Cotton Pickers” is a charming cakewalk and is fun to perform. It could be the
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model for all music that was called a cakewalk. A characteristic of these early
cakewalks was the use of the cakewalk rhythm in the 13th measure of the first
section. It was published by one of the leading music stores in the New Orleans area,
the Grunewald Music Co. of New Orleans.

A Warmin’ Up In Dixie - 1899 - E. T. Paull
E. T Paull’s publications used a beautiful and artistic cover to help sell the
music within. This piece is described as a ‘cakewalk, march and two-step.” Written
in 1899, the year that the cakewalk was the most popular, it begins with a fanfarelike introduction and progresses to a charming melody. Its rhythm is exciting and
uses the cakewalk rhythm throughout.

Hello My Baby - 1899 - Joe Howard & Emerson
No less than Johannes Brahms was a fan of this song. He heard a lady
performer playing the banjo and singing this song in a Paris nightclub. He
remarked how he really loved the rhythmic structure. Unfortunately, Brahms died
before he was able to use the rhythm in the body of a complete composition. The
cakewalk was the first music to use extensive syncopation throughout the complete
composition. While most will recognize the melody of the last section, it begins with
sections not familiar. It is considered a cakewalk but became a very popular
American song and became one of the ‘hits’ during the turn of the 20th century.

Hunky Dory - 1900 - Abe Holzmann
Another popular cakewalk played by the Sousa Band is marked “a
characteristic cakewalk, march and two-step. The well-known composer Abe
Holzmann composed it. It contains the use of the cakewalk rhythm and the use of
syncopation.

Georgia Camp Meeting - 1897 - Kerry Mills
Written as a “two-step, polka or cakewalk” it is in reality a perfect
characteristic cakewalk. Kerry Mills, born in Philadelphia in 1869, was perhaps the
most popular composer of popular American music in his lifetime, stated: “This
march was not intended to be a part of the religious exercise, but when the young
folks got together they felt as if they needed some amusement. A cakewalk was
suggested and held in a quiet place - hence this music.” Mills’ career reflected the
changing trends in American popular music in 1897 to 1915. He was a skillful and
prolific composer, capable of writing in any popular idiom. His most lasting
composition might be “Red Wing.” Mills compositions were the antecedent of classic
ragtime and they indicate a bridge between the old two-step danced to Sousa’s
“Washington Post March and Two Step” and the emerging styles of black-derived
dance called the cakewalk. In Mills’ music, unlike the grotesque ‘coon’ songs of the
era, the Negro is a medicum of dignity and individuality. Mills’ sheet music covers
are carefully conceived, executed and designed to emphasize the title without
resorting to a complex apparatus of symbolism. “Georgia,” in its time, was the
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biggest of hits and is based on the Civil War tune “Our Boys Will Shine Tonight.”
In “Georgia” one can see the influence of the cakewalk ancestor - the march, and it
is band music, not written for the keyboard idiom.

Coontown Capers - 1897 - Theo. F. Morse
Marked a two step/cakewalk, “Capers” is March-like but with a syncopated
introduction. The sheet music cover list 15 different instrumental combinations that
could be used. It is one of the earliest cakewalks using united syncopation
throughout, with the traditional use of unison and cakewalk rhythms in bar 13. One
interesting part is the vocal in section D (the piece is in four sections), with the
melody of the vocal repeated instrumentally to the end of the song. The words are
given below and are “tame” in comparison with the later ‘coon’ song lyrics.

A Warm Reception - 1899 - B. Anthony
Described as a “characteristic march, two-step and cakewalk” there are
descriptions on the cover that we should mention. At the top we find “a prominent
number on Sousa’s programs.” There is a paragraph describing the writing of this
piece: “The members of the “Lucky Seben Social Club” had made gorgeous
preparations for an entertainment to be given in honor of a prominent member
(Prof. Adolphus Duskee), just returning from a trip abroad. A bust of music greeted
him upon being ushered into the hall, which was profusely decorated with flowers
and palms, and ablaze with colored lights. Observing the evident delight with which
the members of the Club received him, he remarked: "“ell, this is cert'ny A WARM
RECEPTION.

A Coon Band Contest - 1899 - Arthur Pryor
Arthur Pryor wrote this piece for band concert performance. The music
illustrates the link between brass band music and the Negro type music, i.e. the
cakewalk. This piece was re-issued in 1918 unaltered except for a new, more
fashionable descriptive designation “Jazz Fox Trot.” Published in 1899, it is a good
example of the cakewalk genre using the characteristic cakewalk rhythm and
syncopation. There is also a very characteristic trombone part using ‘smears’ or
‘glissandos.’

Dusky Dudes - 1899 - Jean Schwartz
During the year 1899, cakewalks were one of the most popular styles of
American popular music. Within the song there is multiple use of the cakewalk
rhythm. Written in a quasi march form, it is an excellent example of a cakewalk at
the turn of the 29th century. The cakewalk brought to the foreground of American
popular music this style of Negro music and rhythm. The cakewalk is a direct
ancestor of the music called ragtime.

Whistling Rufus - 1899 - Kerry Mills
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Whistling Rufus is described as a “characteristic march” but they are quick
to add: “can be used effectively as a two-step, polka or cakewalk.” This alone tells
us that the same song was used for many different types of dance steps. An
interesting paragraph is given on the first page of the music that gives us more
information about the song: “No cakewalk given in the Black Belt district of
Alabama was considered worth while attending unless “Whistling Rufus” was
engaged to furnish the music. Unlike other musicians, Rufus always performed
alone, playing an accompaniment to his whistling on an old guitar, and it was with
great pride that he called himself the “one-man band.” Whistling Rufus shows that
the cakewalk was in reality an early ancestor of the classic rag.

Happy Mose - 1899 - Phil Kussel
When publishing cakewalks the cover of the sheet music many times stated
that the piece could be used as a cakewalk, polka, two step or march. Many two
steps published were actually cakewalks. The music remained the same but the
dancers would do the dance of their choice. Happy Mose is marked “cakewalk-two
step. Happy Mose is a typical cakewalk with the traditional cakewalk rhythm
presented in the 13th and 14th measures of the first section.

Smoky Mokes - 1899 - Abe Holzmann
Described as a cakewalk and two-step we find, in the vocal parts, a text that
is in Negro dialect and is an example of the lyrics that soon were to be known as
‘coon’ song lyrics. The cover reminds us that it can be used as a cakewalk or twostep. This cakewalk was often played by Sousa’s band.

Koonville Koonlets - 1899 - A. J. Weidt
As in many compositions of the era this piece is listed as “a characteristic
cakewalk and two-step march.” The quote points out that the popular music of the
era could be used in various styles and the dancers would do the dance step that
suited them. The piece uses the cakewalk rhythm and is written in the musical form
of a march, the form that was used in early ragtime. The melody is simple and like
most cakewalks it is charming and easily remembered.

Shuffling Jasper - 1899 - W. H. Scouton
One of the earliest cakewalk pieces that were sub-titled “ragtime,” “Jasper”
is also noted as a two-step. This cakewalk contains all the characteristics of early
cakewalks and its inclusion is due, not only to its excellent cakewalk music, but also
to its statement in the sub-title describing it as ragtime. Coming out in print the
same year as the Mississippi Rag, it is usually thought of as one of the first rags
published.

Uncle Jasper’s Jubilee - 1899 - E. T. Paull
One of the earliest and most colorful and artistic piano sheet music covers is
“Uncle Jasper’s Jubilee.” The cover is a caricature and is not realistic nor flattering,
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but it was what appeared on the sheet music of the late 19th century in America in
hopes to excite the curiosity and interest of a potential buyer. “Jasper” is labeled a
‘two-step and cakewalk, dance characterisque.’ This song is notable as it was
arranged for band by the great Sousa Band cornetist Herbert L. Clarke. Clarke
arranged this song, giving the cakewalk genre a very professional endorsement that
helped the general public accept the cakewalk genre as true musical worth and
hastened the development of well-educated composers to composer classical
cakewalks and rags. The piece is another example of the march-like feeling of the
cakewalk.

Southern Hospitality - 1899 - Arthur Pryor
Marked a ragtime/cakewalk, we find the name of “Sousa’s Band” following
Pryor’s name on the composer’s credit. The introduction has an interesting use of
the cakewalk rhythm in tutti unison. It is marked “Marcia Moderato” again linking
cakewalk/ragtime music to the march and the brass band. Using both the cakewalk
rhythm and the syncopation of ragtime it is a bridge between the two styles. The
great trombonist of Sousa’s Band, Arthur Pryor, writes it.

Creole Belles - 1900 - J. B. Lampe (pseudonym: Ribe Danmark)
This is another cakewalk that was popular with Sousa’s Band and often
played. The second section uses counterpoint to good effect. The third section
stresses the “Scotch Snap” ( o o ) which often appeared in early plantation music. If
one hears only the first section one would say it is definitely a cakewalk, but if
hearing the second section one would say it is a march.

Colored Aristocracy - 1899 - G. Bernard
This piece is just one of the hundreds of cakewalks published during the last
decade of the 19th century and early 20th century. It contains the cakewalk rhythm
throughout and points the way to what we now call “a jazz break.” It presents the
cakewalk style with dignity and grace and generates excitement and joy.

The Darkies Drill - 1903 - Agnes Melville
Marked a “two-step and cakewalk” this piece comes as the fad and
popularity of the cakewalk was fading. One can tell it is a cakewalk written as the
style developed musically into ragtime. It contains more developed harmonies
foreign to the home key of C Major (the introduction presents an Ab7 chord). It also
contains a more developed form of syncopation, the tied syncopation, typical of later
ragtime music. The dynamics, an important part of the “patrol” style is used
throughout.

An Ethiopian Mardi Gras - 1899 - M. Levi
Also marked “two-step and cakewalk” the song contains 6 sections, with not
only a repeat of the musical material of D in section F, but with an added obbligato
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played by the piccolo. This is a well-developed cakewalk, which breaks the
traditional structural and paves the way for ragtime style.

Coon’s Birthday - 1903 - Paul Linke
Perhaps one of the most developed cakewalks, this song begins with the
traditional ABA form and then modulates from C Major to F Major in the D section
(marked trio) with the melody in the lower part. Section F uses a more harmonic
developed idiom, not typical of early cakewalks. This section contains musical play
between the high parts and the low parts, with brief modulations from D Minor to F
Minor. Counterpoint is explored in the 13th bar of this section and is developed in
Section G with the melody being stated in the lower part with an obbligato in the
high parts. This cakewalk is more developed harmonically than the cakewalks of the
1899s and shows the cakewalk’s progress into becoming a more pianist style that
progresses to classic ragtime. Paul Linke was a European composer and a ragtime
pianist who is said to have played in San Francisco. His melodism is typical of
European composers attempting to write cakewalks and rags.

Bunch O’ Blackberries - 1900 - Abe Holzmann
Published in 1900 it is marked a cakewalk and two-step, “Bunch” is a
traditional cakewalk using the characteristic rhythm of the cakewalk and its
traditional appearance in the 13th and 14th measures of the first section. It is written
in 5 sections with a transitional; “break” before the last section. This cakewalk was
played by the Sousa Band and was introduced in Paris by Sousa. The influence of
the Sousa Band overseas cannot be overstated. We only have to point out that
Debussy heard the Sousa Band and later composed his famous cakewalk.

Keep Moving - 1915 - William White
There was a small cakewalk revival in 1915 with the publication of a number
of cakewalks. The cakewalk had faded in the early years of the 20 th century. This
cakewalk, while using the cakewalk rhythm, also introduces a dotted rhythmic
figure, a characteristic of the maturing ragtime style as well as tied syncopation
(also in the ragtime idiom). The tradition of the use of the cakewalk rhythm in the
13th and 14th bars of the first section is adhered to. The cover shows a more realistic
view of Negroes doing the cakewalk dance.

138

22
Music Named After
States & Cities

Featuring the:

LAKE ARROWHEAD
EARLY JAZZ BAND
(Dr. (Karl Koenig-Conductor/Founder)

Program
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States:
Marching Thro’ Georgia - 1875
The Virginia Skedaddle - 1892
At A Georgia Campmeeting - 1897
Tennessee Jubilee - 1898
South Carolina Tickle - 1898
Alabama Dream - 1899
A Jolly South Carolina Cakewalk - 1899
The Mobile Prance - 1901
Down in Sunny Alabama - 1901
Louisiana Rag - 1911
Florida Blues - 1916
Dance They Called the Georgia Hunch - 1919
New York Glide - 1921
Arkansas Blues - 1923
Cities:
El Paso Waltz - 1900
Memphis Blues - 1912
Original Chicago Blues - 1915
New Orleans Hop Scop Blues - 1916
Omaha Blues - 1924
New Orleans Jazz - 1917
Muscle shoals Blues - 1921
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Houston Blues - 1922
Bucktown Blues - 1924
Chattanooga Stomp - 1924
New Orleans Stomp - 1924
Chicago Breakdown - 1925
Milneburg Joys - 1925
New Orleans Blues - 1925
Charleston Hound - 1926
Seattle Hunch - 1929
Shreveport Stomp - 1929

MUSICAL ODDITIES
Featuring:

Karl Koenig PhD
Pianist
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The Story of American Popular Music
And Its Great composers
While early American music was mostly European imported, there soon
developed a national style popular music. Although still influenced by its European
origins, American popular music composers soon began using music that was
indigenous to its native land, and the composers developed their own style, many
times using their rural experiences and influenced by Negro slave music. Composers
such as Stephen Foster based their compositions on the music that was heard in the
cotton fields, on the water fronts and in the dance halls. The institution of Tin Pan
Alley was established around 1924 to further progress American popular music.
Sheet music reached an all time high in sales and has never looked back. First in
minstrel shows, then in vaudeville, the Broadway stage and motion pictures a full
fledged industry grew up.
The names of these composers have become household names in every hamlet
of America, and, yes, the world. Who has not heard of Irving Berlin, George
Gershwin, Jerome Kern, Richard Rogers and so many others? Each song has a
story connected to it: how it was written or why it was written, and what the song
was about.
The Program:

First Big Hits of Famous American Composers
Jules Styne - Sunday
Richard Whiting - My Ideal
Vincent Youmans - Hallalujah
Noel Coward - I’ll See You Again
George Gershwin - Swanee
Richard Rogers - Manhattan
Irving Berlin - Alexander’s Ragtime Band
Song’s First Name
Auf Wiedershen - Till We Meet Again
If You Believe in Me - It's Only a Paper Moon
My Prayers/ The Bad in Every Man - Blue Moon
Tar Baby Stomp - In the Mood
Rusty Nail Blues - Tin Roof Blues
Smile & Show Your Dimples - Easter Parade
Songs that Might Have Been Dropped From Broadway Show or Movie
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Over the Rainbow
You’ll Never Walk Alone
People
Songs Added to Shows
Younger Than Springtime
Man I Love

The Lake Arrowhead
Early Jazz Band
Karl Koenig PhD - Founder/Director
Band Members:
Violin - Margaret Preston
Clarinet - Tony Guarino
Flute/Piccolo - Jack Crary
Trumpet - Jim Ogden
Tuba - Ed Roberts
Marvin Ekedal - Trombone Piano - Karl Koenig
Banjo/Vocal - Dan White
String Bass - Mark Cassidy
Percussion - Jim Cipolla, Mike O’Neil
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