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®"Jazz orchestration meets the
highest test of any art - the
acconplishment of large effects
with small means.®

Henry Osgood
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INTRODUCTION

This thesis is an attempt to trace the historical development and
usage of instruments in jazsz music together with a study of the history
of jazs orchestration,

Jazz is a much-abused word and has been used to cover a multitude
of musical sing. Wilder Hobson in his very authentic book AI'ERICAN
JAZZ UUSIC spends some twenty pages listing wvarious conceptions of the
laity a3 to what Jazs ectually was. Jazz covers such a wide range of
meaning that even with the appearence of such books ss Hobsonts (listed
above), Osgood's SO THIS IS JAZZ, Panassiels HOT JAZZ, most people still
exhibit an astounding ignorance on the subject.s This is not an exclusive
trait with the laity; even learned musiclans are often surprisingly ige
norant about Jjass.

This is due partly to an early stand-offish attitude that serious
musicians exhibited at first. It was only when composers of Stravinsky's,
Ravelts or Hindemith's stature began to take an active interest in the sub-
Ject that musicians decided that here was something new for serious musie.
When conductors, like Koussevitsky, to name only one, began to encourage
composers (by performance of works using the jazg idiom) jazs became (for
a while) the life blood of serious music.

No one will dispute the fzct that jazgz music, or whatever term best
pleases you, has been the subject of a great deal of conversation and are
gument. As is the case with any controversial subject, jazs enjoys the
same peculiar paradox; everyone can argue about its rerits and faults, yet

no oneé can, when called upon, define it properlye.
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Worst of all, very few people are zble to recognize it when they
hear it, This is borne out by the wide-spread popularity and high esteem
that is enjoyed by such 'jazz plavers'! (here the term is wholly deroga-
tory) as Ted Lewis, Clyde lcCoy or Milt Herth (of Harmond Orzan fame).

It 18 a Joy to their musical souls to have their listeners reguest them

to gat *hot' by playing such stupid, or to quote a recent radio progranm
®puerile and banal® renditions of tunes similar in nature to "Sugar Blues,®
"The Beer Barrel Polka®™ and others, The above-mentioned Yexponents of
Jazz' are, in reality, playing in a style known as ragtime which went out
of existence with ¥orld War I. Incidentally, it is not good ragtime,

Ye have all heard jazz decried as ®a new guise of the ancient devil
which should be fought as a satanic agency®™(#) while serious musicians
have looked on Jazz music as something that should be frowned upone

Bad boys like Koussevitsky have been ghouted down (vithout succesa)

for attempting to introduce on their progrars works based on jazz.
S

It is nct within the scope of this thesis to attempt eny cormplete
cefinition or description of jazz. For enlightenment on this subject the
reader 1s referred to Hobson's book (see page 1), pages 1 to 99, nnd Pane
assle's bock, pages 1-50 and 139-160. I shall atter:t, however, to m~ke
a brief definition of jJazz only as concerns ite relation to our subject,

i.e., jazz orchestretion.

(#) Isaac Goldbergs "Tin Pan Alley® John Day Co., New York, page 259.



41

Keither shall I be concerned with a detziled history of jazz. For
our purposes it shall suffice to make only the foll wing brief cormentere
iess Jazz has three distinct divisions in its hicstory which rsy be hroken
up inte ragtine, jazz and swirg,

The era of rzgtire covers the years 1896 to 1919, The blues, an off=-
shoot of jazz, extended from zbout 1903 until 1625, atthough the true
*bluest goes back into the anti ity of negro songe The product from 1910
on, i3 in rezlity, the Tin Pan Alley Blues, which is not only a mixture of
Hebrew and Negro muzical elements but 2lco a commercial product and not a
folk song a= it vas originzlly,.

Ja2zz extends from about the years 1914 until 1934, with svirg covere
ingy the period from 1930 until the precent tire, You will ncte that each
peried overleps the others From this sore sore of the confusion about
Jazze During the years 1914-1919 rrgtinre and jazz vere both in public
view and the terms 'ragtire! and *jazz® were used interchangerbly. Vhen
jazz had gained the ascendency cver the other, the term *rag it! came to
have a derogatory meaning--i.e., an old-fashioned player or one who could
not play Jazze kerise from 1920 until 1924 the terus *jazzt and Yswingt
vere used interch:inzcebly until the lat*er tcok precedence over the forrer,
Sirilurly, with sving the term 'jazz it? come t5 be used in a cderssatory
ser.se exzctly 25 had 'reg it?. At vresent no ner developnent has ap: cored
in swing nor has any term threatened to displace ite However, it is rotice-
cble thet whenever any musician wants to meke a degrecating roemark about

another's ability to play, he says: 'Swing it.?
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Wha£ is the difference between restire, jeazz and ewing rusie? The
era of the first two hLzve coue and gne, and at present we are corfronted
with the nhenomenon of swirge. I have heard learned musicions propound
this gquestion to swing musicians and they have been answered by evasive
and vagne definitionse Even Hugues Panascie, the leading authority in
the promulgation and exvlanation of swing (his book bears the title HOT
JAZZ), tries to clarify, for his readers, the meaning of the term with
the following profound definitiont ®Swing music is that musie in which
there is a swinging of the rhythm and melody.® He adnits, however, that
jazz can be swung.

Panassie's attribution of swing to & negro element is a helf-truth,
Our leading lexicographers define the terms ¥swing and ?jazz' thuss (1)
®Swing is music played with much syncovetion,® and (2) ®Jazz is a boisterw
ous pusic containing a great deal of svncopation.® Such an eminent schole
ar as is Percy Scholes defines ragtiize in his OXFORD CCKPANION TO :USIC,
as "wholesale syncopation.® Thus we have three definitions which are re-
markably similar and which define three ansarently different things. Ob-
viously syncopation does not belong exclusively to them. Its use in ser-
ious music is too common to mention.

Now then, in what manner are these terrs gynonymous and in what ran-
ner are they different? There are two things comon to Jazz and swinge
syncopation and improvisation; while there is one elerent common to all
three-~gyncopation., It is here that the sirilarity ceases.

Fagti~e was characterised by two things: (1) a rapid tempo, and

(2) the most sirple syncopation. One thing, however, must be born in mind
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in talking cof ragtime, Jazz and swing, and that is the regularly recurring
rhythmic accents underlying them all. Ragtire is distinguished from Jazz
by the difference in syncopztion and the accentuation of the uncderlying
bass rhythm. Ragtire made use of only simple syncopations such as shrwn

at A below, usually accompzanied by the simple rhythmic fisure shown at B,
(ny ST 1 513 @ 13 573

The bass part, as Aaron Copland has said in MOLERN MUSIC (February
1927), "was accentually regular. It was an 00¥-pah, O7M-pah in quick
tempo.®

The difference between thls and jJazz is further explained by Mr. Cope
land., %Instead of OCM-pah, O0“M-pah, we got a slower tempo and an oom-PAi
oom-PAH, with the accents on the second and fourth beats instead of the
first and third, WVith this wes cormbined ancther rhythmic element, soi:e=
times in the melody but by no means always there, which is generally supe

posed to be a kind of 1-2-3-4 and is always writtent

ST 5T

As Isaac Goldberg ("TIN-FAN ALLEY") points out, this notation is

deceiving and is properly expressed thuss

[N rn -
& . > >
*Therefore it contains no syncopationj it is instead a rhythm cf four cuar-

ters split into eight eighths and is arranged thusgt 1-2-33 1-2-3-4-5, or even

rore preciselyt l-2-33 l-2-33 1-2, Put this over the four-quarter basas®
| >

-

— t

T
S s

1
¥

oo o =] g

(36)

1ol o9 7 v

() Fhis 1llustration is taken from lsaac Goldberg's book, page 274.
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Now then, what is the difference between jazz and swing? The only
difference is in the fundazental rhythm. The %swing? of the rhythm is
obtained by the use of four equally accented bezts in the bass ccupled

with what is known to drummers ss a press-roll. It is &s followssg

w. t. L. .
_,“7 v {ZP v?+l’ *{Pv H\P £

For all practical purposes swing is merely mcdern jJazz. Swing has
developed, besides a continual 'auspended' rhythm, a legato method of playe
ing. The differerce between swing and ragtime becomes more noticeable with
this knowledge. In other words, swing has refined syneopation ard rade it
more subtle in its effects than it was in either‘jazz or ragtire,

In matters of improvisation, swing differs only from jazz in that the
players have developed a greater technique, In fact, the improvisational
abilities of modern swing or jazz musicians may be compared with the highly
florid operatic style of the eighteernth century: in both, the cultivation of
technique for its own sake robbed the relody of any semblance of meaning.

If we are agreed that swing is modern jaszg, it is to be understood
that any reference from now on to jazz includes both jazz and swinge.

With this point settled we can now turn to the masin charocteristic
" of jazz musicyimprovisation. Broadly spezking, jazz is & creative process,
In serious music the composef creates and the performwer becomcs the medium
for the work to be re-created, In other words, the performer is a reproe
ductive artist, and as such, performs a secondary role. In jazz the per=
former reverses the procedure., That is, he takes a composer!s theme and

improvises upon it, making in most cases a much more interesting musical
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work than the originale. Thus jazz i3 not a rechanical reprocductive procecs,

Vith the improvisation there muszt be uncerreath a continuous basic
riythme This has been previously mentioneds it i: a curious thing thzt
Jazz makes use of duple rneter only;-there is no such thing as triple
reter in jazz.

If irprovisation seems to be the chiiracteristic of jazz, what about
the orchestration? The early Jazz orchestras were ermall, seldom more than
five, and the use of scores a secondary neede Only when Whiteman had rade
Jazz respectzble, by using written crchestrations for his enlarged crchces-
tre, was the impetus given to the gereral use of larger ersectbles. With
these larger enserbles chaos vwas likely to be the result unle:ss the players
had parts to guide them, In pacseges demandinrg imcrovisation the relocy
was written as the composer had concelved it, with the directions for :lay-
irg simply ~arked ;ad lib.? At other tines only the chord structure was
written out, with the direction 'fake.! Conetimes cven this was not iresent,
the arranger merely saving 'fake 32 bars,t

However this discussion will not be & review or histery of Jazz sol-
oists and their progress in improvisation. We shall c-ncern ourselves cnly
vith the parts of the orchestrations dealing with enserble playing.

Before proceeding with our discussion it will be necessary to distinge
uish between the wvarious tyves of jazz orche:trations; namely, (1) pure-jazsz
orchestrations, (2) sweet-lazz crchestratiors, and (3) symihonic-jazz ore
chestrations. Inasmuch as very few arrangerents (or orchestrations) deal
exclusively with rure jazz, for the vurpose of our discussion we shall speak
only of a mixture of two tynes, the pure-jazz and the symphonic jazz orches-

tration, This rust be distinctly understood.
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The sweet-Jazz orchestration is, iﬁ reality, not jazz at ell.e It
is merely a ;resentation of a pspuler melody in danceazble temno with
little or no attempt at jazz courterpoint and solo liprovising. The rel-
ody can be clearly heard at all times and is scarcely altereds Guy Lome
bardot's orchestra mckes use of this type of srchestration exclusively,
The eweet-jazz orchestra exhibits little imagination in presenting a mel-
ody to the dancing-public; arrangererts are really not needed in an orw
chestra of this caliber, Ag ¥ilcder Hobson says, ™Instead of ‘azz orchese
traticns; conceived for expression in the jazz language, the arrangements
are written .., to flatter the popular nmelody. Instezd of the subtler-
&i'a aors involved rhythms of jazz, the rhythm of these bands is fairly
simple, Instead of the voczlized jazz tone, the music keeps close to the
tlegitimate! tone range, to vhich the general ear is accustoned."

Real jazz bands, such as Benny Goodman, Torry and Jirmy Dorsey and
others, feature two types of orchestration, ®The first, and usually more
frequent, 1s a very profitable compromise between the commercial pre-
sentation of a popular song i.e., a8 swveet-jazz type and a pure jazz ore
chestration. The tune is clearly stated, and usually sung by a pretty
girl vocalist, which keeps the popular melody-lovers haupy, and the
"swing® addicts are prevented from boredom by the fact that the orchestrae
tion has fairly strong momentum &nd that there are usually passages for
improvising.® (#)

It is with this compromise type of arrangement that I shall be con-
cerned in my thesis. The reasons for this are menyt (1) As has been
stated, pure-jagzz orchestrations esre in the great mincority. (2) Because

of the varied and multitudinous styles of various players and arrangers,

(#) Wilder Hobsons op. cit., page 86.
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the only norm that can be established on which we can proceed with our
investigation, is the printed or stock arrangement. The publishers of
stock or printed arrangements are keenly avizare of the leading tendencies
in jazz and it is from an examination of treir orclestrations that the
progress in Jazz orchestration can be determined; (3) Kary of their
orcheztrations are rerely coples of the si:ecial arrangement of some Jazz
leader, some of wiich will be examined also.

Symphonic-jagz orchestration as the name iuplies, r.ake use of a
mixture of symphonic instrumentation and harmony with rnythm; These fall
into two general types, one in which changes of tempo are freguent and
the second type which has one terpo throughout; Many people confuse the
compromise type noted in the previous paragraph vith the second type of
symphonic-jazez arrangement,

The pure Jjazz orchestration is that ®"in which jazz ernsembles and
irprovised solos are featured for their om sake;'(*) As Panescie suys,
the pure jazz arrangement not only allows for inprovising, but in its enw
semble passages the arrangers Ptook care to write their ensenbles in a
melodie style similar to that of the best improvisers;“(**)

In eurnary, then, this thesis will deal with a history of jazz ore
chestration, based on the examination of the printed stock orchestra-
tion.(#**) It will not be concerned with passages cdealing with, or feat=

uring prirarily the improvisaiional partse

s*)'Wilder Hobsons op. cit., page 80,
#%) Panassiet op. cit., page 30.

(®##) Panassie is guite wrong in saying that stock arrangerents are unine
spired. As I have noted, many stock arrangerents are copies of special
arrangerients, The derand cof orchestra leaders for special arrangerents 1s
due not so much to the orchestration's uninspired quality as to the lead=
ers?! desire to be different, regardless of the results This insatiable de-
sire to be different leads them to try various corbinations. Obviously a
standard instrumentation would not fill their needse.
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A word or two would not be amiss here if I should outline briefly,
the plan of this thesis. Roughly it will be divided into two parts. Part
One will deal with the instrunents, their crigins and evolution and uszage
in jazz., Part Two will be an exsrination of the use that thece instrusents
have been put to through the years of jazz history. This exaninetion can
only be done by a study of the history of jazz orchestration.

In conclusion, there are acknowledgements due to many. First, to Dr.
J. Liurray Barbour, who has painstakingly read this manuseript. Not only
has he kept a !weather-eye' on grammatical slijs, but he has exhibited a
dogged determination to make me eradicate or amplify staterents which were,
at best, extrerely vague. To him I am especially indebted. Secondly, X
must thank radio station WHJ in Detroit for use of their extensive library,
without which this thesis would have been impossible., Thirdly, to Mr. L.
Je Silberling of the Famous Music Corporation of New York City, who has
not only donated rcusic for my own special use and given me permission to
quote examples from their files, but who has also been esrecially helpful
in clearing up many points concerning the practice of printing of orchestra-
tions. To Walter Birchfield of Lansing, who explained mzny details reserde
ing the guitar and banjo. I 8lso extend my thanks to Edward Birchfield
for alloving re to use many of his recordings of early jazz orciestrase.

To Re Les Steinle, of the Michigan State Highwey department, who nade the
sketches for this thesis and to my wife for her many heloful suggestions

I also wish to express my gratitude. Again, my heartfelt thanks to all of

you,.

Lansing
May 1941
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CHAPTER ONE
The Rir/thm Section

As noted in the introduction, the first pzrt of this thesis will
be devoted to a considerable discussion of the individual instruments,
but only as regards their usage in the field of jazz music.

Fhile the jazz orchestra has three distinct sections of its en-
serble « rhythm, brzss and reed - sll combine into two general functicnal
divisions, viz., rhythmic and r.elodic. It must be understood, however,
that this latter division is not a hard ard fast one, inasmuch as Jazs
music frequently demands an interchanging of their use, Let me rake this
a little clearer. In jazz the saxophone is conceived as being primarily
8 melodic instrument, yet numerous cases occur where it is used for purely
rhythnical purposese This is also true of the members of the brass sece
tione The reverse of this procedure can be noted in the piano, which in
the strict jazs sense, is a rhytimic instrument. Its use, however, as a
relodic one is too obvious for any further commente.

In the discussion of the historical evolution and usage of instrue
ments in jazz, I shall turn first to those instruments which corprise the
rhythm section. Specifically they are: (1) Piano, (2) Drums, (3) Guitar,
and (4) String-Bass. In passing it might be well to mention that the foune
dation of the jazz orchestra is its rhythm section, and this cannot be held
2s an altogether strange phenorenon when we consider that the very esserce
of jazz is rhythm. The first of the above-mentioned instruments of the

rhythm section is the PIAND, to which we shall now turn our attention,
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Paul Whiteman‘l) has aptly described this instrument thusg ®The
best one-man dance orchestra is and alwsys has been the pianos Nine-
tenths of the music in %the civilized world has been wrltten for this old
stard-by and practically ell arrangeable music has been arranged for it,
And the best piano orchestra is the piano alonel®

Strangely enough, the piano was not present at the birth of jazz-(z)
¥, W. Stearns has fairly well ectablished the fact that jazz had its orie
gin in the bands that played in New Orleans around 1300, The term *bandt
is used here in its strictest sense and refers primarily to a mobile unit.

Stearns hes written, in my opinion, one of the most authoritative
histories of swing mnsic.(B) The reason that I mention this is that in
his articles he has traced the evolution(k) of jazz thust¢ "The first phase
in this evolution has to do with rilitary marches. New Orlesns was es=
pecially music~$inded on the subject of brass bands.s.« The sccond phase
in the development ... 18 connected with advertising.® Parades were often
held for the express purpose of ballyhooing some socizl event in the town -
a ball, picnic or even & political rally. He then goes on to tell how the

(1) *JAZZ"s J. H. Sears and Co., 1nc. 1926, New York, N.Ye This book was
written in collaboration with ilary Margaret licBride.
{2) Proof for this statement is found in Stearns? article in "LOVNEBEAT®
July, 1936) where he lists the personel of some of the early jazz orchecs—
tras, adding this staterents "There was no piano [ﬁlayega.'
(3) "DOWNILAT® (a trade paper) with the issues beginning June, 1935. One
major fault must be mentioned concerning his articles - a paucity of dates
otherwise it is very goode
(4) As noted in the introduction (pagevi) the confusing usage of jazz and
swing has been clarified. They rerely signify two con-ecutive eras in the
development of the same general type of music,
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various bands competed with each other in these parades, and that on one
occasion a ccrtain trumpet-player threw his cornet awey (he had been shame
ed by the jazz playing of his more cauzble rival) while he was with "the
Tuxedo Brass Band and Joe ﬁhe rival playea was with the Onward Brass
Bahd, while both were MARCHING in a b{g parade,®

The third phase was in connection with funerals., "If the deceased
wags at all prominent, it was customery to have a band play hymns at the
funeral, the band would follow with the trumpet-player leading the proe
cession." A fourth phase (and ™the last phase in the development of genw
uine swing music® (or jJazz) "concerns the junk—man(5) the pie-man, and
the walfle-man.® It is irportant to notice that all of these above-inention=
ed phases preclude the possibility of the piano having much to cdo with
Jazz, 8t least in its earliest origins. To fully understand how the piano
bec;me associated with jazz, we must go back to & pre-jazsz age. For our
purposes the year 1890 will do, although this is purely an erbitrary sel-
ection.

The erticle by Winthrop Sargeant on Jazz(6) contains this pregnant
sentence, "Rag-time was essentially a pianistic art(7),' and was fostered

in many parts of the country. As we have seen(g) the art of ragtime was

(5) A11 of the quotations are from Stearns! article in the "LCVHDLAT®,

issue of July, 1936, As the thesis will not atteript to trace the history

of jazz I would suggest that the recder turn to these articles for fure
ther enlichtenment on this particular phase of Jazze.

(6) Thompson's "NEW INTERNATIONAL CYCLOPEDIA OF YUSIC AND HUSICIANS:®™ Dodd,
Yesd & Co., N.Ye 1939« |

(7) A curious light is thrown on ragtire by Isaac Goldberg "TIN-PAN ALLEY,®
page 144, wherein he states thet ragtize was essentially a white-man®s art."
And yet, by paradox, it is the white - the Northern White in as:ociation with
the Negro.® And on page 165¢ ™Phe ragtine band ... was by curious psradox,
white.® (Published by John Day Co., New York, 1530.)

(8) See introduction, page iii)e.



fairly well establiched by the time that jazz hnd its inceirtion. How
then, did the plano meet Jazz? One can only hazard a guesss

Lodern ?jam-sessions' are not new; they have only come to light
because they have been publicized. Unfortunately an odor of cormerciale
ism now surrounds them, but they have been held since jJzzz began. It
is almost a certainty that these early jazz artists (see page three )
frequented the many saloons and places of ill-repute with which New Orw
leans was blesseds It was during the hours of frelaxation® that they wvere
rent to hie themselves to thece places for the purpose of ¥sitting-int
vith the orchestras that ®dispensed more or less relodicus sounds.® Later
these jazg musicians began to filter into the various dance orchestrus
around New Orleans where the violin end pizno were kingse Subsequently
the ragtime piano and the jazz musiclans fused, whereby the resultant
product was a lesser erchusis upon the piano end a gréater prominence to
cornet, tracbone and clarinet, Probably the piano-player, when called
upon to play a solo, responded with the best that ragtime had to offer but
the other instrumentalists dwcanaed for their solos a subordinats role
from the piano, namely *vlaying the harmony' only, together with all the
rhythm the pianist could muster. As jazz began to make inroads on ragtime,
the planeo faded, for the most part, into the background. It was not un-
t1l Zes Confrey established the piano as a good soln instrument for jazg
that it came back into its omn. This took place roughly around 1921,
Today with the exception of a few reslly great soloists the piano has lape
sed back into a subordinate role and it is note-worthy that even in the

case of these 'soloists'! they have a lesser share in the limelight.(g)

19, In snall jazz enseczbles (i.e., those containing no more than four or
five members) the pianist enjoys a more prominent position in order to obe
tzin more variety in the ensemble,
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The second member of the rhythm section, the DRUXS, has had an inme
teresting but singularly monotonous history in certain respects. Drums
are usually associated with noise and in the drum®s relation to jazz this
tassociation? cannot be over-ezphasized.

Descriptions abound of the early performances of the jazz drummer.
Henry Osgood?s account(lo) is one of the best and is worthy of guotation
in fulls

"His [he has Just spoken of the tromboniaﬂ activity,
however, was nothing to that of the drurmer., When
it care to the firal repeat of a chorus FORTISSIMO,
this individual becare the embodiment of an insane
Alexander, sighing « no, not sighing - clamoring for
more instruments to conquers

For the final dash under the wire he would hast-
ily stick a whistle between his teeth, then, devoting
his left hand to its legitimate business of playing
the snare-drum and pounding out the rhythm on the bass
drum and cymbal with his right foot, he would, like a
spiritualistic rmedium at a seance, free his right hand
for illegitinste purposes, beating or shaking the cow-
bells(li), purreling the wood block or thne tin cans,
assaulting the susperded cymbal or winding the rattle
with a zeal, persistency and determination worthy of
a better cause,®

Paul Whiteman(12) says "The drumrer, meantime, would take shame
to himself if at any one time he was working less than a dozen noisy de-

vices.®

(10) ®SO THIS IS JAZZs® Little, Brown and Co., Boston, 1926 (Pages
4=5)e

(11; See Wilder Hobson's "ATRICAN JAZZ MUZIC:® V¥. W. Norton & Co.,
1939 (parges 104=105) where he describes an advertisement of a musical
instrument manufacturer which states that the ®modern drunrmer® will not
be without one of their complete zets of cow-bells tuned to a major
triade.

(12) op. cit.



That this meal for noice was international is shown by Esther

Singletont's article:(13)
®Pendant les pas:cages deux, 111utilité" se tait, et
on se met & esperér qu'elle est rertrée chez elle;
rais avec le prerier retour defun TUTTI, voila ce
musicien revenu et tel un géant repose, il repsrend
sa besogre avec une érergie redoublée, Il serble
avoir veu de respect pour le rythme, et i1 frappe,
touche, souffle, comme, sorne et tape toutes les
fols qu'il lui chaut; et pourtant, quels gu'aient
eté ses écarts pendert le rerceau et le numbre
de fois @i 11 a serblé afficher son indepéndernce,
i1 ntest jamals en retsrd ni en avance au point
final.w(14) :

Early jJazsz music tinrived on noise and we can easily see now how
the drumrer?s accoutrerments sbetted thiss. Other devices of the well
eguipped drummer included, besides snare and basz-drum, such articles
as a wood block, used prinarily for a heightening of the rhythms, This
together with the cow=bell, or bells, are still used in modern jazs ore
chestras, and it must be admitted, with less noisy and more subtle effect.

Cymbals - at first suspended (and quite noisy) - have, in the course
of tine become *impaled® and hzave given over to less nolsy effects.
Their main use in present-day jazz (besides occasional sole rhythmical
passages) 1s to give a more enphatic drive to the underlying rhytim dure
ing improvisation by the various instrumentalists, Whistles have justly

been relegated to the linbo of things forgotten.

(13) "ENCYCLCPELIE LE LA LUSIQUE ET LICTIOTNAIRE TU CONCERVATOLRE®s Vol.

5 (ppe 3326~3328), Librairie Delacrnve, Parist 1922,

(14) This is a description of an early jazz perforwance in Europe. The
person that is sneaking is Francesco Berger (be London, June 10, 1834),

a pisnist and pupil of Moscheles and for 27 years honorary secretary of

the Philharmonic Society. Roughly translated this passege informs us thats
*During the gentle passages the futility* [ihe drumner] suj;vpressed himself,
and one took hope that it |the noise] had checked itself; but with the first
return of the TUTTI - beholdl - this rmusician revived, and like a giant re-
freshed, resu:ed his work with a redoubled energy. He seemed to have little
respect for the rhythm. He struck, touched, blew, hit, rang {bells?] and
tapped all the tire that he workeds Yet, what hed seemed to be errors dur-
ing the plece together with the nurber of tires that he scemed to assert his
independence, he was never in arrcaers nor ahead of the rest of fthe rlayers]."
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Tympanl never achieved any great popularity among jazz drumrers,
elthough in the late '20%s, Vic Burton, probably guided by a desire to
be unique, attempted to give them a status in jazz that they did not dew
cerve and they were soon laid aside,

Two methods of teating the drums, viz., the stick and the brush,
are present in modern jazz. They ére used in eqﬁal proportionse. During
the era of ¥sweet jazz'(ls) the brushes nearly ousted the stick as a
rmeans of producing the rhythm, but with the advent of swing (and tom-toms)
the stick has come back into its own,

It is with the compuratively recent addition of the tom~tom (greate
ly enlarged) that swing has revived memories of the early nolsier jagz.
As cre musician has picturesquely stated it, "Wetre back in the jungles
nowe® In oy opinlon these seemingly endless tom=tom &nd drum solos enw
tirely Jjustify the above conclusione

Other devices, such as the triangle, various gongs, rattles, no
longer have the attention of the modern drumrer. The well-equipped drume
mer of jezz now utilizes the following instrumentss (1) Snare-drum (with
sticks and brushes, (2) Bass-Drum (played with a foot-beater), (3) Tom-
Toms (to the nurber of two or three) vlayed with either drum sticks or
hard mallets, (4) Wood-Block {occasionally), (5) Cow-bell (one) occasione
ally and (6) Cymbuls (from three to four), not including & rather recent

device called a "High-Hat"™ cymbal. In reality this is not a cymbal but

(15) The term Ysweet jazz! as opposed to jJazz itself is hard to defire.
Perhars the lay conception of 'sweet-jazz' is the best. This conception
holds that any dance music that is quiet, without any noticeable improvie
sation present, a %teary vox humana tremble! in the saxophones, muted
brass, brushes etc., is jJazz, at least 'sweet-jazz.? This product may

be sweet but it is NOT jaszl Sweet-Jaszz, as the layman conceives it then,
is not jJass, but simply dance music,
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a pair of cymbals fastened to an upright metal rods To the upper cymbal
a spring is attached which runs inside the rod down to a foot pedal.
Pressure acplied to the pedal causes the two to clash together. The effect
is not as noisy as one would imagine and, in reality, it gives an "une
noticeable! fullness to the rhythm section. I say 'un-noticezble,! bew
cause its presence is not readily apparent, yet if it were lacking, the

enmptiness of the rhythm section would be very noticeable.

Opposite I have nade a
crude sketch of this
instrunent. It can be
played with brushes and/
or sticks. When it is
played in this manner
the pedal controls the
duration of the cymbalt's
rings In my opinion this
is one of the most value
able instruments that
the modern drummer in
jazz orchestras possese
€8,

/

e3e

In my outline of the instruments comprising the rhythm section(ls)
it will be noted that 1 have mentiocned the GUITAR, which came into the
Jazz field roughly zround 1929, Previous to this its place was held by

the banjo. This latter instrument is of American-Negro origin and was

{16) See page 1.
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perhaps the most popular of the old plantation instruments in pre-Civil
War dayse Although its presence in dance orchestras is known through

its assoclation with 'old-time? dancing(l7)

its earliest use in Jjazz
orchestras is unknom &s nearly as I can ascertain, although Isaac Golde
berg(ls) méntions the apiearance in New York of the lMemphis Students,
a "genuine jazz-band.® HRe further states that ®they played at Proctorts
in 19053 they had banjos, saxovhones, mandolins, guitars....” FWhile we
know that the rhythm? instruments (mentioned above), with the sole exe
ception of the banjo, disappeared fronm the field of jazz, we cannot def=-
initely establish as to why they dide In looking for an explanation we
can only make a hazardous conjecture. There is no mention of & banjo or
any other gimilar type of instrument until 1909, Goldberg(lg) makes, pere
haps, a very significant statement which might provide the answer for the
above question when he says that the banjo was adcded to the orchestra in
1909 ®in San Francisco as a means of putting more life into-the Texas
Tormy . ®

There can be no doubt that the banjo has a more piercing tone yuel-
ity than the guitar and it was precisely for that reason that it took pre=-
cedence over the quieter guitare. With the elirination of the essentially
nolsy? instrunents (which is one of the worthy contributions of swing)
the banjo became displaced through the more rmusical qualities and the pose
sibility of a more subtle rhythmic color peculiar to the guitar.

{17) A better term would be perhaps ¥square-dancing? and the dances assoe
cieted with this genre.

(18; OPe cit, (page 288)-

(19) Note that Goldberg hes mentioned the use of guitsrs at this ea<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>