WHY JASS IS DYING

A sesntence in ¥r. Borneman's plece
in the June 1944 Record Changer brings,
along with a start of surprise, a flood

of nostalgic memories. The sentence is:
", ..we have the third exemple of a Chlcapgo
group producing New Orleens Jazz--Kaminsky
op cornet, Gowans on velve trombone, and
Pge Wee Russell on claripet.,."

The stert of surprise I record with
mixed feellnpgs, First because the "Chi-
cago" musiciens Kaminsky and Gowans are
from Boston, and 4f they don't play "Bos-
ton" style, then they play New Orleans
style,because we all learned it and played
it together, and our models wers the Orl-
ginal Dixieland Jass Band, and Louls, and
0liver and Bechet, end the Originel Mem-
phis Five and the New Orleans Rhythm
Kings. We were playing this jazz, as
the accompanying photograph will attest,
at least five years before the Chicapgo
style came into prominence with the first
McKenzle end Condon Chicagoan records:
SUGAR/CHINA BOY ‘and NOBODY'S SWEETHEART
[1178. T say five years becmuse thls plo-
ture rirst appearad as an advertisement
in e Harvard LAMPOON of that year. Ac-
tually we had been playing jazz since
the first ODJB records, except maybe Mazie
wWno would have been & ¢hild in 1917, Maxie
does not appear in the pieture, but he did
many & job with us--and in short pants, at
that. Even as a pre-nubile youth he played
more horn than the available TLocal 9
field. And he gladly sharad Oliver-Louis
records with us.

As for Pee Wee--I edmit to consider-
able confusion, because lately I keep
coming up agalnst references to Pee Wee
as 8 "Dixieland" musiclan, I was goundly
set right pome time ago--after some yoars!'
absence from professional music--for let-
ting slip the faet thet I naively belleved
the Chicago group my brother Fred was
playing drums with, was trying to play
"pixieland." I won't forget that ‘soon!
Chicago, T waa told, was thnago, and
Dixieland was something one didn't men-
tion, except in good clean fun!

I've always thought of -Pee Wee as a
member of ths Chicago group, playing es=
asentislly Chicago style, if not, indeed,
almbat being the definitive exponent or
it, along with Teschemacher and Mezzrow,.
I ¥now that when Pee Wee came to Boston in
the late twentles, and we worked together
(I was playing drums on that particular
job) Pee Wee played a style that had nev-
er before been heard around Boston---
differing most notably in bis use of what
we wsed to call "ppit" tones because he
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used to form the tone by vibrating the
corner of his lips in the manner a note
13 produced on cornet, along with the
regular clarinet embouchure. This im-
parted a sympathetic vibratlon to the
reed tone. (Analogous, though not simil-
lar, effects are obtalned by the Jaw vib-
rato, the tongue flutter, the uvula trill
end the chest vibrato or "whinney.")

The point of this pilece is to examine
Jazz in the light of Mr. Borneman's thres
contributions, and to bring into proper
perapective an element which, so far as
I can make out, has escaped oritles asnd
musiclans alike since the word "jass™
w:s first applled to a musical aggrega-
tion.

I think I first begen to realize
what this missing element was when I
started hiring musicisns in Boston early
in the twenties. T could count on Dixle-
land Arums--because my brother Fred almost
ruined the shape of his skull by keeping
it constently Jemmed-~-from his earliest
years--a8 far 28 he could get it, ingide
our orthophonic victrole horn, straining
to catch some nuance of Tony Sharbaro's
drumming he might have missed., Brad Gow=-
ans--whether on slide trombone, clarinet,
saxophone, cornet, or ballsd horn--hed
the same idea. We 'could ocount on goof
plano playerg--Tom Kerr, Jack Miller,
Frank Vigneau, Newell Chase, to name a
few--but the nights when we really.got
off we were lucky enough to have Linc
Rugsell or Maxie on cornet, or some simi-
lar heppy combination.

We were rebels from the start. When
Boston cornetists were raving esbout Red
Yichols we pointed in vain to the recorda
Bix had been meking with the Wolverines.
On the occasions when we did a club job
with another leader, we were admonished
not to play too much "dirty" stuff. Even
on our own Jobs 1t was not uncommon for
outraged matrons to rush flushed and in-
dighant to the bandstand to ennounce with
finality that 1f we didn't atop "that"
music (That's e Plenty) at once and play
e waltz, we should have to leave.

Ever hear THAT'S A PLENTY in three
quarter time? We probably pave in and
played 1t that way. Not because we were
afraid of not belng peld, but becaunse 1t
might have meant not belng able to keep
on playing music--including THAT'S A FLEN-
TY when the matrons left.
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Ind this salient element? Syncopa-.
tion. The Original Dixieland Jess Band
hed it, The negro used to have it uni-
vorsally in those days--before the white
man's inept attempts to play jazz gradu-
ally thinned out the pure essence into
something called by the same name but
played on an unvarying four beats to a
meagure, without phrasing, without sur-
prise, without creation, without imagi-

nation, wilthout Jjazz!
Two-beat Jazz: Four beat jazz., As

long as T have been playing Jezz druma--
gince 1917--1 never played either, and I
don't balieve any good drummar aver does,
Listen to the Dixieland drummer--Tony
Sbarbaro-- and you'll see what I mean. One
measure two beats, next four, next two
after beats, next two beats, asnd so on.

all depends on the sccents and phrasing
of the tune, and unless drums are played
in this fashion your Jazz will suffer in
proportion.

But it is not enough that tha drums
should ayncopate. I believe that the
primary cause of Bix Belderbecke's dis-
couragement with musiec was the fact that
he couldn't find supporting instrumental-
1gts who understood what he was trying to
do, and gould back him up with the sort
of syncopated interludes he wanted to
hear coming in between the psuses 1in his
cornet leed. Bix, like Brad and me, was
erezy sbout the music of the Original
Dixleland Jass Band, and he, too, had
heerd them in person. Over end over he
reaffirmed his desire to play 1like La
Rocea, and hia hope of belng able to get
together a Dixielend Band llke the ori-
glnal., Like Phil Napole¢n, Brad Gowans
and others, Bix used to tdke delight in
imitating "Joe Blade"--La Rocca--and be=
cauge I hed an egual fondness for Shilelds;
we used %0 play cornet-clarinet duets,
following the ODJB parts note for note.
However, it is a slmple matter for any
oritic to check this for himself. The
Bix Vocalion of SORRY/SINCE MY BEST GAL
i3 full of La Rocce mennerlams, many note
for note.

According to Peul Whiteman, writing
in Collier's, Bix used to say of some
cornet players, "They play 80 many noteg--
end what do they mean?" That isn't a
word for word quote, but it's the glst.

Bix himself, in. hls later days, was
gullty of the very thing he condemned.
He 414 it out of despelr, poor gay, fill-
ing in, in desperation and disgust, the
shields' and Edwards' parts he should
have been hearing and wasn't,

VWhat he heard, instead, was clarinet
played on the bems- all elght of them %o
every meansure., And trombone pleyed legato
where it should have been steccato, and
far more gyncopated. And drums played--
could it have been "Chicego™ style even
then?

Let me make clear that I'm pot in-
cluding Miff in this. Miff made many
records with Bix, and Bix worshipped Miff.
I kmow this because I introduced the Wol:-
verines to MLIff back of the Hippodrome,
and their awe and amazement and sheer
adulation 1s something I'll never forget.
And this brings me to the Original Memphis
Five.

Mr. Bornémen 1s quite correot when
he points out that the introduction of
parallel volieing in harmony--that is,
cornet, clerinet and trombone all playing
+he zame ryhythmic phrase in harmmony--wes
a step backward in jezz. He rightly points
out that 1t was a reversion to Europeen
music,

The Original Memphis Five used to
play this way on first choruses-'straight*
we call it. There's a reason for it.
Playing in this fashion serves as a teassr
to exoite the patrons. The ODJB used to
do 1t, too, pleying thelr first choruses
g0 softly you could hear the feet shuf-
fling on the dance floor,

When you play "straight" thls way,
the introduction of a single "jazzed-up"
note has an electrlic effecti. By contrast
it stands out as stertlingly as en oath
in a sermen.,

The first few "Jazz" notes in & num-



berwhich has hitherto been played stralght
are terrifically provocative. But,--
1t's not jazz until you put those notss
in. And what is a "Jjazzed-up" note? It
cen be a syncopated note, or it can be a
growl or a. blues slur, or a bent note, or
any of the timbres assoclated wlth Jezz
mugic,

Now the Memphls Flve often playad
first choruses or versss "straight". But
when they let out on the last choruses,
they played jeazz that was as low-down
gnd primitive ss any New Orlesens native
could ask for. I am sure that thelr con-
temporaries among musicians--jazz musi-
ciens--who heard them in person, were as
ungtinted in thelr admirstion as the orlt-
ics who go out of thelr way to offer the
gratultous estimete that thelr records
are worth exactly nothing, ere niggardly.
The Original Memphls Five was one of the
first great jazz bands., They were excel-
lent ‘musicisns--this peems to be a reflec-
tipn, these days--and they knew the jazz
idiom thoroughly. If they dld not succeed
in egualling thsir medsl--the ODJE--1t
wag because they deviated in the directlon

I speak of: they tended to play somewhat
more on ‘the beat. And while we're on the
subject, may as well go the whole hog

and say that I think that even Joe 01i-
ver's band, splendld as 1t was, would
haye sounded even better if it had played
with less on-the-beat emphesis and with
mors syncopation.

Syncopation is the sallent element
which differentiated jezz from Furcpean
musle, in that jazz muslc contained more
of it, and more slaborate syncorations,
That was how you recognized jazz music--
by the number and types of its syncopa-
tions. Take away this slement--and the
bands which were instrumental in ita grad-
uel disappearance are numbsred among the
top names in jazz--and you rob jazz of
an irreplaceable guality.

For those who will listen to no the-
ory which accords the white man any con-
tribution whatever to jazz muslc--though
they do not seem to strain at cornets,
trombones, piencos, c¢larinets, esnd certaln
ndtes in the Westerm scale--I submit the
evidence of my collectlion of Voudoun,
Haitlan, and African Negro records. Theass
traditionsl songs and dences, elements
from which Wew Orleanas Jazz drew in 1its
formative years, contain far more synco-
pation then today's watered-down "Jazz"--
or much of yesterday's, for that matter.
Thia constitutes the logs of a sellent
characterlstic of the music which gave
Jazz its name. Without this character-
istie or with 1ts reduction, jezz becomes
diluted and changes its nature. It Is
atill called "jazmz" or perhaps "swingv,
but because the missing element is highly
important, the new music is different from
the old. And, for that matter, 1t has
returned to what 1t was before Jazz--
Buropsan music. That is, insofar as 1ts
rhythm goes.

Now Chicago style hes one marksd

rhythmic characteristic: 1ts exponents
gre Inflexibly committed to s steady four-
beats-to-a-measure drum heet. They used
ssxophones, or & saxcphone, aa dld the
New Orleans Rhythm Kings, and later the
Originel Dixielend Jazz Band--to thelr
undoing, I regret to say--but the tenor
wes only part of the story. The real
demarcatlon I belleve to be the four-
beat on-the-beat rhythm in lien of the
syneopated varying rhythm of New Orleans
or primitive msgre style. Brad Gowens
and I played & saxophone-clarinet duet
on Gennett I'M LOOEKING OVER A FOUR LEAF
CLOVER, by CGowans' Rhapsody Makers, a
good copy of wihlch to replace my own sore-
1y "beat-up" version I hope some day to
logate. BPut with & drum background which
does not 1limit itself to the unverying
four beats to e measure, with my saxzo-
phone phresing in the sparlng, stop-time
fashion of La Rocca, allowing plenty of
pauges for Gowans'clarinet to come
the effect ig anything bont Chicago.

Dixielspnd, in short, tends to accent
beats 2, 3, and 4, 1n a measure counted
one, two, thres, four., It hurries the

thru,

beat, plays shesd of it, instead of be-
hind it. The dragged effect which plays
the nots after the beat has been played
is by lts very laggard nature a sign of
musical dscadence. The playlng of James
P. Johnson, for example, 13 one of the
finest possgible examplses of real® Jazz at
its best. Here the notes are almost in-
varlably hurried, played ahead of the
actual beat. (We were going t0 keep off
values and stick to anthropologlcel dif-
ferentiations, but oh, man! Can't I Just
bresk down once and say here that JTimmie's
terrific!)

One 1little point in closing. Mr.
Bornmeman seems to taks sxceptlion to Jazz
that puts on funny hats, beards, and wigs
to indulge in hckum. This 1s an integral
element of jazz and always has been. Tony
shbarbarc's "Zobo"--don't call it a kazoo--
the teddy bear whieh used to nod with
every beat of hiz pedal, Larry Shields’
mincing rubber-legged "grind"--holding
the skirt of his coat as he played clari-
net with one hand--Touls' Jiving and scet-
singing, Bix's outlandish atonal "nciss"
bresks to amuse the crowds, all these are
an integral part of the great tradition
of jezz, whoge fumdtlon was to entertein
not only musicelly, but In any other pos-
glble wey.

Mr. Borneman's conceptlon of a blg
band divided into small ssctions play-
ing--will 1t be improvlised?--small band=-
type Jazz 1s certainly stimulating. But
vefore hearing thils impressive departurs,
I'd 1ike, Just once, to hear & flve-plece
bend, Dixleland combinatien, with a cornst
that played thet frugel, syncopeted mslo
dy of Nick La Rocca, and supporting in-
strumentatlion that played as much synco-
pation aa do today's rhumba hands when
they're really 1n thers. If I could re-
cord on clarinet with e comblnation 1like
that, I think they could come for me any
time. TI'd go quietly. i

QUESTIONS
and
ANSWERS

ERNEST BORNEMAN

All Questions Showld Be Addressed
To Evrnest Borneman
National Film Board, Otiowa, Conado

I

Tlm Moynehan's artlcle, WHY IS JASS
DYING, wes originally written as a re-
joinder to the June installment of THE
ANTHROPOLOGIST LOCES AT JAZZ. However,
it relsed so many questions, and it struck
us a8 so important in the whole etliclogy
of jazz that we decided to hold 1t over
untll at least some of the quegtlons had
been more fully answered. A three months'
gorrespondence ensued in whieh I asked
most of the gquestions and JTim supplied
most of the answers, Today we are pub-
lishing thls correspondence verbatin be-
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cause we Teel that three of the key ques-
tions of jazz have been more acutely
attaoked here than in any previous piece
of jazz criticisam:

1. The guestion of jazz vibrato in
general and of clarinet tone in particu-
lar;

2, The question of jazz ayncopatlon
in general and of drum accents in parti-
cular;

%, The funeticon of trumpet (or cor=-
net) phrasing in collective improvisation
with special reference to Beiderbecke and
the white school of Jjezz.

Here are the letters:
II
28nd July 1944
Dear Jim:

Your article raises four great gques-
tions:

1. Pee Wee Ruasell's tone: Who
started thils spit tone business? Tesche-
macher or Mezzrow or who? 1 don't play
elarinet, but I've notloed similer use of
1ip vibrato in the old-timers. I've heard
Bechet and Dodds pley that way on records,
but I don't know if the effect was pro-
duced in the ssme manner, Armstrong told
me once that Big Louls Welson used a simi-
lar effect. He zaid he learnt it from
Tioc. On the other hand, Panassis told
me that Mezzrow claimed it was definitely
a white men's lnventlon gnd in fact a
charagteristic and deflining mark of "Chil=-
cago Style"; what's your oplolon?

2. Drum accents: I've played all my
New Orleasns disks during the last few
days, listening malnly to the drummers
and the gensral placing of accents, and
it seems to me that there is a great deal
of very regular "on the beat" drumming to
set the pace for the rhythmic departures
of the brass and reed instrumenta. Es-
pecially Baby Dodds seems to set a pace
precisely on the beat, nelther hesitating
nor hurrying. In fact, it 1s not until
tge swing era and the barogue accents of
such erratic instrimentalists as Bldridge
that I can filnd eny slgne of off-beat
drumming as precticed by a reapectable
drummer - and oddly encugh, where it does
happen, it always happens on the high hat
eymbgl, en instrument unknown to New Or-
leans jJazz. That seems, to say the least
of it, significant of a departure. As
to the general use of syncopation 1lnclud-
ing the use of delayed or advanced ac-
cents; Armstrogﬁ. Doddg, Bechet lovari-
ably play slightly after the beat if they
are not right on it; the new boys (Eld-
ridge, JTames in the Goodman daya, Red
Allen recently) play ahsad of the beat,
glving & peculiarly nervous and rushed,
almogt hysterical, effect to thelr musie,
4z to the other lnatruments: +the only
one on whiech a regular departure from
+the beat can possibly be elaimed 1s the
piano in the blues and the boogle whare
the same successlon of chords tends to
be placed slightly after the beat in the
first cese snd slightly ashead of the beat
In the second. To sum up: AlY Negro
musie, African and American amllke, tends
to accentuate the weak beat. In New Or-
leans drumming, this is done by acecentu=-
ating the strong beets on the bass drum
and the weak ones on the snare drum and
oymbgl., Only the "modern" school has
begun to mccentuate the atrong beats on
the cymbal = generally the high hat, In
many cases this tends to slow down the
beat (Joe Jones), in other cases it tends
to speed it up. THE IMPLIED EEAT, HOW-
EVER, IN NEW ORLEANS AND SWING DRUMMING
ALIEE, IS A 4/4 MEASURE BEAT, NEVER A
2/4 BEAT. To me the word "Dixieland™
has (rightly or wrongly) the overtone of
2/4 time, ragtime and drearily repeated
off-time accents without any of the vari-
ety of the colored cld-timers - Cottrell,
7Zeno, Zutty, Baby Dodda, Tubby Hall,

3. Who played clarinet on the beat

(Continued on page 29.)



(Continued from page 9.)
and who didn't? Who plays trombone le-
gato and who plays 1t staccato? Here I
don't get you at sll. Please glve me a
few namea and exsmples so that I cen find
my way through the argument,

4, If you wish to return to-rhythmie
variety in the African manner, how do
Zou expect to run your tune and your ©ol-
ective improvisation? One of the reasons
for thé development of jazz was preclssly
the abdlecatlion of complex rhythmical
comnterpoint (which can't carry any more
hermonic varlety than Africens have ac=-
tually given 1t) for the sake of the mel-
oi¢, harmonic and combtrapuntal slements
which Jazz borrowed from the European
tradition. ¥You cen't have it both ways:
Collective variation or improvised rhyth-
mical counterpoint - one sets off the
other - thd two together don't seem feas-
ible to ms.

Yours very sincerely,
FErnest Borneman.

III
July 26, 1944

Dear Ernest,

1'11 try to reply to your guestlons
ag well as I can on paper, although to
explain things out in thls fashion takes
infinitely more time than would bes re-
quired if we could get together in my
home over a get of Dixleland records,eto.

Pee Wee Russell's tons. There are
two kinds of tone I'm talking about.
*3plit tone™ and "gpit tons". The Tormer
is a atyle of playing which--and thig is
ny personsl guess--~arose from improperly
trained reed players who had perhaps
taught themselves to play. It is an un-
gtesdiness caused by the player's falling
to keep the lips compressed tightly at
all times mround the reed, except when
taking breath. For exemple: Irving razola
plays what he cells a "double embouchurs".
Thig means that he doesn't put his teeth
on the mouthpiece, but holds ths mouth~
piece entirely betwesn his two lips., To
do this the player must develop & ter-
rifically powerful musculature, similar
to that develeoped by ocornet players. Now
a clarinet player who does not play with
this type of embouchure, but usses teeth
on the mouthplece; or a "single" embouch=
ure, will not have such strong lip muscles
and will try to hold the tone by his jaw
muscles. This causes the teeth to chew
into the 1lip when the player moves the
jaw to make the vibrato. To avold the
pain, the player must relax the jaw pres-
sure, thus reliewving the presaure of the
teeth on the underlip. From thls arlses
the unsteady tone--a playing fault which
ariges through ilgnorance of how properly
to obtaln the tone sought for. Leater
players, admiring the technical profici-
ency (fingering) of the artist, copy also
his fault--the unsteady bleating tohe.
Let's lump the Pee Wee, Mezz, Howkins
tone under this hemd and call it "aplit

tone".
tSpit" tome is snother thing entire~

ly. The player, deliberately, while blow-
ing a tone, vibrates a cormer of hig lips
gt the same fime, as you would do in mak-
ing a respberry or Bronx cheer, (Sclen-
tifie parlance, Ernest?] The vibration
of the 1ips which can often be heard vo-
cally &s an accompanying grunting sound,
gives the notes played & "dlrty" effect
which 18 s sort of flutter or rolling
gound & 1little simllar to that obtained
by & flutter tongue. Flutter tongue is
performed by rolling the tongus the way
g Scotsmen propounces his "r", There is
also the uvula trill, which is done with
the uvula et the back of the throat, and
which imparts a“faster, end to me pre-
ferable guality. This latter is to me a
really valuable jazz device, and you can
heer Bessle Smith use 1t often in starting
a phrase, when 1t sounds like a "growl'.
Ingtruments, of course, imitats the wvoice,

Bechet's tome--by whilch I mean his bleat-
ing vibrato, not any superimposed sffect
like the "apit" tone--may well be a nat-
ural vibrato to his ear, as some negro
girl singers can be heard to sing netu-
rally with a very fast wvibrato, fiuch
fester than our conventlonal opera singers
would use. Bessie, of course, doesn't
have this fast vibrato.

You cen also whinney loto an lnstru-
ment--the chest vibrate. BSomeé trombons
players get & curiously pleagant tone
with this monstrous technigque, oddly en-
ough. It'a done by alternately cutting
off and releaging alr at the glotils, 1s
it®

Thoge effects alluded to above, used
by Pes Wee, were known rather as "aplt
notes", instesd of "splt tones". As for
its origin, the only one I've heard use
it 1g Pes Wee, but I don't know too much
about Chicage clarinst playera. I've sat
in with Rod for evenlngs, snd don't recsll
his using it. T've never heard Mezz use
it, but they could have used it at other

times. Who invented it? My guess 1s
Pos Wee, 1f we're both talking about the
same thing, I have no records with any-

body else using it.

On the drum accent atuff. I used
to be 8 drummer. T think T cen clarlify
this whole matter by sending you to the
0DJE for concrete 1llustratlons of what
I'm talking about, It 1s the sort of
rhythm you get in the rhumba and conga
bands when they're playing "all out".
You can get aome idea of 1t by listening
to the currently popular TT'S LOVE, LOVE;
LOVE. As a sclentlist you will, I ‘hope,
not bridle when I tell you I think that
Guy Lombardo has made a version whlch has
this rhythm approximated. You get it
alao in I SPATHN THEY SAY SI SI, 1n THE
FEANUT VENDOR, in SIBONEY, and in Jack
Sneed's Decca record of SLY MONGOCSE.
Remembor, I'm tallting about rhythm., These
1llusgtretions, lumped together, will give
you an idea of what I'm talking about:
But to hear it done properly, in Jazz;
listen to the 0DJIB's sarly FIDGETY FEET,
particularly La Rocea's cornet where he
races ahead playing each note an eighth
note ahead of the beat Just before the
break. Or listen to George Thow's cornet
on the Dorsey Bros. HONEYSUCKLE ROSE on
Decda. Note how George anticipates the
beat in spots. Or note what an lmprove-
ment would get with any Herlem band of
today if you added the fundemental beat
of the marreccas-~if that's the name of
those two stlcks you strike together?
Perhaps I'm thinking of the gourds with
seeds in them. At any rate, I meen the
hebapera, or Charleston beat. Incildent=
ally, Jelly Roll, accepted by most as
the personification of Jazz, plays Just
this very Spanish type of rhythm in his
solog, and you can hear 1t in, I think
it's MAMAMITA and TIA JUANA, as well as
1o meny others.

Ta put it simply, in a nutshell:
Jazz hes retrograded rhythmicelly. The
trip up north diluted the syncopation
more end more &s northern whites, un-
schooled in the Spanish-type syncopas
tlons, elther pleyed them as written,
(which was incorrectly) with the so-called
"legitimate Jerk", which was where we got
the term "corny" (originally 'corn-fed")
or tended, when lmprovising, to omlt them
and put the accent on the beat. The Red
Nichols groups are excellent examples of
this retrogression, and even Bix was
guilty et times, dragged mlong in the
stream of assoclatlion. I kmow I can play
infinitely better with men who play this
syncopated style then I do with on-the-
beat playerd, eand I am sure I tend to
play more on-the-best when I'm worklng
with a band which does, in splte of all
I can do otherwise.

Liaten to Tony Sharbaro -on AT THE
TAZZ BAND BALL on the early Victor on a
VERY good amplifier, with plenty of baas
reproduction, You wlill hear the snere
and bass drum easily. HNote ths terrifie
resolution you feel when efter the breath-
lsssness of the break he comes in with
everything he's got on the cymbal and
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bass drum to round out the break, It's
band and ragtimeé drumming, with a touch
of negro feeling. A very nice foundation
for Dixieland musie. Then listen to
Tony's kazoo (actuwally called & Zobo)
on I LIVE FOR LOVE, Vocalion, and note
well hls sheasd-of-the-beat phrasing. BEe
plays like Keppard. Or La Rocoa.

Dolng this by correspondence 1s cer-
tainly doing it the hard way.

In the years I have besn resading
about Jjezz I have read some of the damn
fool-—easgt arguments about 1t I ever hoped
to read, COCne of the preeminently silly
ones could have been resolved at any time
merely by talking to any intelllgent jazz
drummer. When I explain it to you you
will sgee how inevitable it is. The two-
or four heat argument sbout jazz 1s almost
wholly esoterlc., Actually the story is
this: you play four beats on slow num-
bers, two ox fast. Two sounds thin on
slow numbers, and on fast you can't play
four without its sounding cluttered and
hurried. Guys do play otherwise--and
you listen to them! Just listen! It's
the old "Where's the fire?® styla.

In parenthesis. While I think of
it. Re your question on the origin of
boogis woogie. Get hold of an old plece
cglled Derdenella, and play 1t over, Any
inferences you draw are your own.

Johnny Dodde, who tongued ¢larinet
(stacocato) played on the beat a little.
But Benny Goodman in many of his records
plays a stream of elghth notes which are
all on the beet. ILerry Shlelds plays a
lot off the beat, and that's why I like
him, Fazola does, too. You can buy
Pazola's solos for 50¢ & seriea of a
helf dogen or so, Get the bock In & music
store and check the number of syncopations
per chorus as agalnst some other similar
choruses of other clarinet playera.

Of course Doddsg plays plenty off ths
beat, but the only way I could show you
his work when I like it and when I deon't,
and how it ecould be "improved to come up
to hls top standard, would be with the
records handy. I play clarinet legato
alternating with stacceto, which 1s what
Fazola doss. Dodds in some records plays
a pronounced tonguelng stacoasto style,
which iz a characteristic of his, T often
1ike to play thia way myself on certain
types of numbers.

Stacceto trombone players are Bddle
Edwerds, George Brunles, and Brad Gowans
on slide (which he plays in the style of
the two mentloned) plays a real tallgate
atyle. I hope to get him recorded on
slide thls winter--unless he gets the
idea, after a season on clarinet with the
ODJBE in the Dunbem show thls spring, thet
he's a clarinet player. Now legeto. Miff
Mcle ig the deflinitive exponent of the
legato trombone style, Besfore Miff the
trombone wee’mlways played clrcus strle--
pedal notes, glissendos, slides, and
heavy tongued notes. Kld Ory played that
way, and you can add his neme to the list
above. Incldentally, Eddle Rdwerds at his
best played rings around the others. He
1a a terrific musician and has left plenty
of evidence to that effect on reccords,
But Miff changed the style of trombone
playing and mede 1t a second clarinet in
the band, and while T shsll always thinic
Miff 1s one of the Jazz grests, I do think

“that for ensemble Dixielend his style is

inferlor to Edwards', He 1s best on so-
los, bHut for ensemble, tha tongued, sta-
catto, bass note style makes the best
Dixlelend. It's band style, in other
words. (And I note you tend to disparage
band style. It was the timbre of brass
band music which made early jazz so ime
pelling. Where do you think Jazz came
from? Are you throwlng out the sscond
1ine, the return from the cemetery, the
Fagle, Superior Bands, etc? No, Earnest,
the band timbre, with its double~forte
blasting (to cut the other fellow] plus
the whisper-soft style of the bagnioc par-
lour geem to mé teo be the sources of true
Dixieland jazz.)

Slnce Mifffs gtyle others, starting
with Tom Dorsey, Teagarden, Butterfield,
and a host of others have playved the more



legato st-le, which got away from the ori-
ginal early band style, I'd call this
later style an orchestra style to dis-
tinguish it from the former,

On this last guestion about rhythmic
variety, I bsgin to Tind myself pawing
ny way through & sea of musical terms
which I am not completely sure T unders=
stand. I use them myself, I suppose,
but at this point I thinkI'll go into my
Uncle Tom act and ask: "Man, what's them
big letters tellin' them little letters?"
In other words, you're talking to & man
who doesn't read music, I couldn't hold
down a first alto chair in a band, and
have lost jobs for this reason., I am
still an ear player--after a lifetime of
playing music., I can read slowly, but
this queation of yours is a shade in-
volved for me. However, if you want the
angwer, play over the records of the 0DJB.
Note how they run the improvisation:
melodically, by selecting tunes with whole
note melodies, like I'M NOBODY'S BARY,
MY BAEY'S ARMS, BOW WOW BLUES, wherein the
variety is introduced into the extremely
simple melody by means of sgyncopation
Bnd by little tags or embellishments.
Bix's SORRY, or La Rocca's records will
illustrate this. 7You can't play good
Dixieland with s melody that has too meny
eighth notes., The melody should be mostly
whole notes and halves, with just a few
quarters, as few as posgible. In this way
you can leave plenty of holes, pauses for
the other instruments to be heard in the
interstices--if I may borrow & word from
Dr. Johnson.

Remember that THE SYNCOPATIONS OVER-
LAP. They are laid on like shingles on
a roof. The clarinet doesn't play while
the cornet is playing, but begins Just
as he stops. It overlaps his last Tew
notes, stops when he astarta. This is
loose, of course, not rigld, Don't try
to pin me down with specific exceptions,
because it's not. so rlgld as that. Often
they play together. But this is the way
you try to play, and Ernest, 1f you'd
ever seen it done, you'd never forget it.
Because the seeing really brings it home
to 'you. You see the clarinet plaver take
his instrument out of his mouth, speak to
the pianist between phrases, and return
it to his mouth to play another phrase,
and all the while the phrasing he 19 using
seems to be the inevitably best, and any
more would be cluttered. It's incredibly
relaxed--and anything relaxed is superior
to anything tense. If any generslization
was ever true, end I don't meke them, as
a rule, this one is so.

The Dixieland Band did not play three-
part harmony, They had three syncopated
countermelodies running at the same time;
so arranged, or devised, or so improvised,
if you will, that there were also three
different rhythmie lines running along,
but never in unison. ¥You can hear La
Rocea, im a number which has elghth notesg;
playing, in a measure of 8 eighth notes,
notes or beats number 2 4 8 8 1. That
iz, he gets back on the best by plaving
the last off-beat note, 8, in the pre-
ceding measure, and on the beat with the
first beat of the following measure, Hear
him do thils Just before the bread in FID-
GETY FEET, along toward the end of the
record, in the trie. He gets off thig
way for several measures, and it's all
you can do to hold the beat in your hesad,
I'd be interested in knowing whether you
find this pmssasge, and what you think eof
it.

As for the complex rhythms pleyed
together, any rhumbs band does it con-
sistently. The retrogression set in with
the Memphis Flve, who used to play their
echoruges in 3 part harmony, that ias, with
the three Instruments all playing togeth-
er, uging exsctly the same rhytimiec pat-
ern for ell three--like today's Tiff
musie. Except that they might use the
original rhythm of the melody as written.
But right there jazz started to return to
what we'd had all slong.

I'11l tell you a hobt one. T had the
ODJE Aeolisn Veealions dubbed to latersl
cut acetates, and Gene Willlams played

one of them, ORIENTAL JAZZ, which ig go-
tually Soudan or the Sphinx, I forget
which., Tt more or less struggles along
through the beginning clarinet cadenzes,
etc., and then it hits into the chorus:
And Geme Williams, who i1s a real purist,
vold me to my mastonishment that he 1iked
that chorus. It hes an eassy 1ilt, and
is terrifically relaxed, and if you can
Tind a means of hearing it or playing
it, you'll see what I mean. It's sc re-
laxed it's baffling. And yet 1t 13 the
epitome of jazz. Today's hot men knock
themselves out trying to zet one~tenth
the effect.

I feel this explanation on peper
leaves a lot to be desiréd. I wish I
could met tozethsr with you at my house
some time . . .

Dear Jim:

Let me try to sum up all you've said
in your article and letter, phrasing it in
my own words end edding a few guestlons to
check whether I've understood you rightly.

1. INSTRUMENTAL TECHNIQUE ON REEDS:

a. Split Tone: The leglitimate clar-
inet embouchure was developed for a style
of playing which permitted, and cslled
for, little or no vibrato or tremelo ef-
Tects, In the sttempt to adapt this em-
bouchure to the vibrato effects of the
Jazz idiom, the player's teeth chewed
into his lip when he vibrated his jaws.
To avold the ensuing paln, he had to
relex the jaw pressure. .As a result,
his breath escaped around the mouthpiece
and the tone of hig instrument was"split."
Examples of this: Pee Wee, Mezz, Hawkins.
Question: How did Dodds, Bechet and the
other New Orleans clarinetists avoid
splitting their tone? They had a notice-
able vibrato too. Was this not produced
by moving thelr jaws?

b. Double Embouchure: To avoid the
above, the Jazz clarinet player had to
develop a new technligue. From brass in-
struments he adapted the method of holding
the instrument entirely between his lips,
thus dispensing with the need of keeping
hlg teeth on tihe mouthpiece but requiring,
at the seme time, a llp musculature as
powerful eg that of trumpet or cornet
players., Example: PFazola. Questiona:
1. Who else pleys that way? 2. Did Fazola
¢coin the term "deouble embouchure" or is
it a generally used term? Is there ano-
ther word for 1it?

¢, Spit Wotes: Another outcome of
the Jazz player's need to adapt such
Africanisms as vibrato effects to Turop-
ean instruments is the lip vibreto, The
brass pleyer first attempted this by wi-
brating & corner of his lips as 1 trying
to produce a ragpberry or Bronx Chser,
The clarinet player, trylng to super-
impose this effect cover the legitimate
clarinet embouchure, succeeded in impart-
ing a sympathetie vibration to his reed
tone. This gave the required hot or dirty
tone to the clarinet timbre. Example:
Poe Wee. Questions: 1. Who else played
that way? Teshmaker? 2. Cen the thing
be done with a "double embouchure" too?

d. Tongue Flutter: Thls was snother
method of producing the hot or dirty tone
required by the needs of Jjazz timbre. Tt
is performed by rolling the tongue as in
the Booteh "r".

e, Uvula Trill: To effect a faster
vibrate than any of the above methods
can produce, New Orleans Jazz borrowed
the "slgnificant tone" of African and
American Negro phonetics and adapted it
to European instruments. This was ori-
ginally done by illiterats Wegroes who
were qulte unconscious of the revolution-
ary technique thus created. Examples:
Fessis Smith and Touls Armstrong 1n their
voeal growl effects; Bechet in his “ibrate
effects on soprano sax and clarinet.

f. Chest Vibrato: A sixth method
of producing vibreto effects is produced
by a vibration of the glottis which al-
ternatively shuts off and releases air.
It is used mainly by trombone players
and is condescendingly known as a "whin-
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ney". Questlons: 1, Who plays thst way?
Who else beside trombone players?

2. RHYTHVICAL STRUCTURE:

a. Antleipation: Xeppard, La Rocca,
George Thow and cthers on cornet; Sbarbaro
on his zobo; James P. Johnson on pisno:
all played ahead of tho beat., Questions:
1. How does this tally with your stipula-
tion that all good Jjazz should be first
and foremost relaxed? It seems to me
that the characteristie effect of anti-
cipation is precisely fts hurried and
unrelaxed quality which, after asll, is
the very purpose of anticipation. £. You
say "Dixleland tends to acecent beats 2,
3 and 4", Do you quote this as an example
of anticipation or of what?

b. On-Beat-Playing: Oliver, The
Memphis Five, Red Nichols and the later
Bix played too much on the beat, This
was & retrogression because 1t enteiled
a loss of syncopation. OQuestions: 1, The
main effects of syncopation in New Orleans
Jjazz zeem to arise from the contrast
between the cornot and bass drum which
ars rlght on the beat while the sgnare
drum or dymbal mark the wealk beats with
a terrific effect of exhlliretion. In
other words, syncopation is an effect of
contrast between a stated or implied best
by one part of the orchestrs and a devia-
tion from that beat by anothsr part of
the orchestra. If both percussion and
wind instruments are off beat, you get
no more syncopatidn than when they are
all right on the beat. 2. You speak of
Larry Shields' and Fazola's off-hbeat play-
ing: Do you quote them for anticipation?
3. Le Roocca, you say, marked beats 2 4 6
8 1 in a measure of 8 eighths. Excellent.
But again: What is the polnt? Antici-
pation? Syheopation? Off-beat playing?
! ¢, Jazz Drumming: Chicago style
drumming, you say, casused s decline in
Jjazz because it marked all four beats
in the bar. As opposed to this, African
drumming, Afro-Cuban rhythms and New Or-
leans jazz veried its accents quite free-
ly.. Questions: 1, True, but how can
yvour wind instruments syncepate if the
percussion 1s off-beat too? In New Or-
leans jazz, the cornet played on the beat
while the snare drum, like the handelaps
in Negro follk music, marked the off beats,
In modeérn jazz, the brass is frequently
off the beat (e.g. Eldridge) while the
drums state an even more mechenical best
then any Chicago jazz ever did (Cozmy Cole,
for instance). And however poor modern
Jazz may hsce become musically, it still
providses a most potent syncopated, if
purely muscular, stimulatlion. Wateh any
troup of dencers at the Ssvoy snd therefs
your irrefuteble evidence. The point 1is
that either your leadline or your per-
cussion must be on the beat to provide
& framework for the off-beats end synco-
pations of the other. &£. I attacked two-
beat Jjazz in the Record Changer. You
point ocut, by way of reply, that you play
four beats on slow pumbers, two beats on
Tagst ones. True, and it nesded seying
a3 a refutation of a lot of nonsense that
has been talked on jazz drumming, but it
really has no bearing on my point which
referred to the difference between the
hoavy regular off-beat accents of rag-
time (which survive painfully in nearly
all 2/4 jazz since then, especially in
the Crosby Band snd in Beauduc's drum-
ming) end the rolling rhythm of sll good
Negro Jjazz, whether slow blues or fast
boogie. It isn't a metter of beats-per-
bar but distribution of beats - whether
Jerky or rolling. 3. You mention Shar«
baro's break in AT THE JAZZ BAND BALL,
and T 1like it as much as you do, but I
can't see what it proves in relation to
off~beat drumming, number of beats per
bar or to any other peint you made before,
Flease explain,

d., Habenera or Charleston Beat:
Jelly Roll called it Spanish Bass. Ques-
tions: 1. Do you gquote this for anticl-
pation or for what? 2. Does Yancey fall
into your definition of Habanera beat?
3, What sbout the boogls players? They
geem to me the supreme example of antici-



pation as well as of Spanish bass (a dot~-
ted gquarter, an eighth and two quarters
in 4/4 time, or a dotted eighth, a six-
teenth and two eighthe in 8/8 time.

e. The "legitimate jerk": Tlease
define. Ie this the mechanical applica-
tlon of off-beat accents from e written
score, or what?

f, ©Stacato and legato playling as
Thythmical factors: Staccato trombone
playing is the oripinal New Orleans tail-
gate style: pedal notes, glissandi, port-
amenti, =tc, Expoments are: Ory, Bad-
wards, Brunies, Gowans. When Jazz de-
clined from ecollective improvization to
solog-against-orchestral-arrangements,
the modern legato style developed. Ex-
ponents are: WNiff, Dorsey, Teagarden.
Questions: 1. TYou call the staccato
atyle "heavy-tongued". Do you refer to
the clipping off of notes or to vibrato?
2., Can you see a similar decline from
staccato to legato playing in cornet or
elarinet technigue? You mention Butter-
field, Dodds, Fazola. 3. Where would
you place Jimmy Harrison? Among the stac-
cato or the legato players?

3. WIWALLY SOME ODD FOINTS:

a., What are you quoting ORIENTAL
JAZZ for? I like it too and I'm not a
bit surprised thaet Gene Williams should
like it. Why were you surprised that he
did? And whet are you trying to prove?

b. T played DARDANELLA half a dozen
timeg, I don't get the polnt. Please
explain, It was in reference to boogie.

. Wny should nokum be pert of Jazz?
Just because the ODJB or Louls or Fats
end some more of the greet were slsc good
enterteiners? Oliver, Bechet, Dodds,
Jelly Roll, Ellington were never very good
gt oclowning. It seems to me that you can
take your Jjazz as free and emsy 22 ¥you
like without eny need of playing down to
the public end without any fear of be-
comlng acedemic.

d. I didn't gsay how much I was im-
pressed with your analysis of Bix. It
opened my eyes to a great many things I'd
never understood about Bix before. Thanks
end econgratuletions.

Best regards,

Ernest Eorneman
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Dear Ernest:,

YTour letter waos at once rsvealing,
dlsconcerting, eppalling and humbling.
i efreid I was too sketechy, tho I felt
st the time that to explain these things
in wordg instead of illustrating them on
the apot with the clarinet or with rec-
ords, would teke Interminable time and
patience, Semantics is got ug, men! It
scares me when T see casual things ele-
vated to the dignity of categorized desig-
nations. Jazz musicians teks thess things
for granted. They do them automatleslly,
#nd no other way, and they have no formal
nemeg for gome of them. When you try to
¢lassify them scientifically, I am some-
what disconeerted, because they're just
stuff you pick up end d4o. TYou're not
taught. No saxophone teacher ever gave
formal lessong in slap tongue, say, and
the same thing moes for Pee Wee's gpit
noteg. They're Just & funny noise, not
musical even, Just e gag to amuse the
audlence., To dignify them by a disserta-
tion confuses me. Besldes, with the best
intentlons, we didn't get together. You
and I are apparently still talking about
two different kinds of sounds.

Double embouchure is apparently le-
gltlmete c¢larinet technique. Fazola
learned 1t from en old Belglan, I think
he told me, It is essentially an old
Furopeen school of playing. Personally
I think everybody tends to play that way
a 1ittle bit. Ask a clarinet player who
iz playing to relax his 1lip muscles ecom-
pletely and see what heppens to his lip.
TUnlesas they're tight he bltes his lip.
TYou can try it yourself. Put a pencil
in your mouth and try it.

You seem to think that .pome Instru-
ment in the band must define, must be

playing the beat, on the beat, that is,
at 8ll times. This isn't so. Once the
tempo hes been get, all the lnstruments
of the band vcan, and frequently do, play
off the beat. The beat is implied. That
is, if you play by metronoms, the metros
nome will continue to tiek off the beat,
on the beat, when every other ilnstrument
is playing off the beat. Clear? Once
the tempo has been set, the beat ls there
whether you play it or not. TYou tap your
foot to 1t, even when you're playing off
it or shead of it. Get it?
% The ipitial thems of Dardanella is
a boogle woogle figure. Play the bass.
wWho told you the musicians you name
weren't good at clowning? They don't
elown now, maybe, but all Jagz musiclans
have had to clown on gsome jobs in their
carser. Hy the law of sverages T'11 bet
vou any one of those guys will tell you
of Jobs he used to have Lo clowmn on. You
don't need to clown to make sounds., PBut
clowning and hokum is part of the jazz
tredition. That's history. TITt's histori-
cal fact. It wes widespread.

I note one other point. All jazz
or other synoopetion must be one of two
kinds~: before or after the beat. Antici~
pation, or retardation, say. Most of itj
practically, proves to be anticipation,
in any kind of Jazz. MAntielipation, syneco-
pation, off-beat playing, rastime—-they're
all one. In the Spanish bass the Tirst
note is on the beat, the zocond just
ahehd of it, an elghth ahead, to be ex-
aet, One, two AND three four. "One,end."

Jim Moynehsn

I
Dear Jim:

"JTarzz musicians take these things
for granted,” you say. "They have no
formal names for them." And you say that
you are a little distoncerted to see them
dignified with a dissertatilon, All right
then--I've been disconcerting musicians
in just that manner for the lest ten Yyears.
Tt's the only way Jjazz will evsr be ana-
lysed for posterity. If we, the nistor-
ians and musicologists look a little ri-
dicnlous in the process, that's Just too
bad, but it can't be helped--and I, for
one, will gladly feel the laughter in my
wake if I can get the infomation in ex-
chenge.,

l. I've never heard of "double em-
bouchure" as legitimate clarinet tech-
nique. The mouthplece, in leglitimete
playing, is elways held with your teeth,
never with your lips alone. I can't aes
en earthly reason except the jazz vibrato
which might justify or reguire a 1ip em-
bouchure.

2, I've played through my whole
stack of New Orleans Jjazz, white end col-
ored, end I can't find a single exemple
of all players being off the beat simul-
taneously. Theoretically I can see you
point--in practice I've never hemsrd it.

3. About drums again: What I no-
ticed in the course of playing all that
New Orleans Jazz while listening for
syncopation was this: All the Wegro
drummers play more regularly on the beat
than any other drummers, white or col-
ored, Chicago or New York, ever since,
Only the ODJE fellows play off beat in
other sectlons than breaks. TIn fact, I
would almost reverss your argument after
having checked it: There has never been
more regular and less syncopated drumm-
ing than in Wew Orleans jazz. Why? Be-
cause they need thet rigid framewsrk to
set off their instrumentel flights away
from the beat. It's llke = frame around
8 painting--the more violent its dymemics,
the more urgently deoes 1t require a stabi-
lizing element,

Yours,

Ernest Borneman
Vi

Dear Ernest:
A deal man is watching a metronome,
The noxmal pulse of the human hesrt
is 72, 1In your wrist is & vein you can
watch which will register m shade over a
beat & gecond. The metroncme swings its
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arc, c¢licklng once a second, but the deaf
man hears nothins.

Over in e dance hall, a jgzz band
is playing the JAZZ ME BLUES, but the
deaf man, who knows it is by Tom Delsney,
does not know the band is playing, be-
cause he can't hear anything, not even
the clicking of the metrononme,

Now it Just so happens that the met-
ronome 0licke in time with the band. The
musicians coms to a break, stop, but due
to some misunderstandins no one takes it.
During the two measures the metronome son-
tinues to click in time with the unplayed,
but implied beat of the band. The deaf
man watches it. The beat, thersfore,
goes on even though nobody hears anything.
And moross the strest, while no musiecian
plays & note for two messures of the misss
ing break, the implied beat still goes on,
too.

This somewhat surreslistic explana-
tion 1s by way of explsining to you what
I mean when I zay that a whole band ecan
be off the beat at onee, What the musi-
cians dld during those tacit two measures
had no effect on the metronome beat, Sim-
ilarly any other rhythm they might play,
straight or syncopeted, would not affeet
that beat, and they would hawve to come
back to it eventually. That's how a whole
band can play off the beat at once. The
beat, played or implied, goes on all the
time like the metronome,

On thinking over syncopstion, it
geems to me all syncopatlon must be an-
tleipetory, that 1s, shead of the beat.
Count--"one, two, three, four. . two
three four. .two three four. ., . "
in the same steady rhythm as iT you vo-
callzed ths unspoken count "one®. You
will gee that the "one", while not spoken
tends t0 be sensed, or felt. That is syn-
zopation, anticipatory syncopation, Dixle-
%ind rhythn, whatever you prefer to call
1T.

While the cornet players who play
Dixisland play ahead, they alsc play in
short spurts--a very good way to explain
it, as contrasted with guys like Bobbie
Heckett on EMBERACEABLE YOU, whlch isn't
even jazz, and which is expellent impro-
vizing, something Bix would have gotten
a klek out of. So, while La Rocca played
ahead of the beat--perhaps because, out
of breath, he fipnlshed the phrase or note
by recing ahead of the msctual written
note---that gave him time to catch hig
breath betwsen phrases,and to relax there,
For all this, I would urge you to listen
to, and study the interplay of rhythms
on those ODJB records. Listen to FIDGETY
FEET and MARGIE. Xote the skeleton phras-
ing of the melody on MARGIE. Tt is al-
most as written, outside of rhythmicsl
distortions. There are few deviations
from the meledlc line. And note the
spaces between phrases. HNow listen to
Bix op SO0REY and SINCE MY GEST GIHL.

On the off the beat question. Many
arrangers will write a two measure pas-
gage with all ingtruments off the benot or
often one measure. I don't mean the band
ig off the beat throughout the entire
number. Did you think I mesnt that? They
might a1l be off the beat, in unison, for
a measure, or even two. In JAZZ BAND BALL
you can hesr 1a Rocea play cornet breaks
where he goes off the beat, and no one
glse 13 playlng. After the Tlrst flutter
note, he goes off the beat, dropping down
in thrids. The flutter note, say is E.
Then he plays E, E, ¢, A, descending, The
last four notes are anticipated. They are
played before the note should be played,
an eighth note's space of time earlier.
Thus he finishes that much earlier, and
can catch his breath.

"Legitimate Jerk" comes from playing
dotted eights and sixteenths ss written.
Jazz should be written in slow thirds,
ag I have geen it explained. I think
Wilder Hobson trled to write this out in
his book. But I can show 1t to you in a
second with a clarinet.

Staceato style trombone which I called
"heavy tongued" is tongued beavily. That
is to say, the notes are plsyed staccato,
not run smoothly intoe each other, but



given & distinct separation. Like the
playing of Eddle Edwards on the 0DJE rec-
ords. As contrasted to a singing style
of trombone like Tom Dorsey when he's
playing getting sentimental over you.
Good playing alternates slurs and tongue-
ing. Smooth phrases broken up by tongued
noted.

Jazz didn't need hokum to be great.
But hokum 1s part of jazz, ag it is found
with it and is so intermingled with it
that it can be gald to be lnextricebly
mixed with it. You cen't sce much hokum
over the alr, or on records, but think
of the hokum you hear reccorded. LIVERY
STABLE BLUES, the comedy of Pee Wee's
splt notes, which always gets a laugh.
Bix's funny nolse bresks. I can give you
endless examples,

Double embouchure is not concerned
with wvlbrato., On the contrery. It is
used originally by symphony players who
played without vibrato. But if you pley
vibrato, as you do in Jazz, your tone
doesn't crack so readily if you use a
double smbouchure. You don't get the
wheezes or squeaks all of us dresd,

I've made a bunch of sldes with a
gix plece dixieland combination, using
string bass. Maybe you can hear them
when you come down,and see how this theory
of mine works out in actual practice.

In order to go into the questien of
"split" tone, spit notes, growl notes,
ete., further, we'll have to get together
in person. I'll bring along my clarinet
and pley all thesge for you. I'll imitate
Pee Wee, end show you how Fazola plays,
Ineldentelly, the other night at Cafe
Soclety Downtown,T was talking with Prince
Robinson, who plays Albert System clari-
net., He told me he plays double embou-
chure, and added that Bigard, I think he
g8id Bennle Carter, and some others did
also. And he says Johany Hodges does on
alto. He says it's old Turopean tech-
nigue end essentially legitimste. By
the way, with it you get the opposite of
& shaky quavery tone. Since the cushion
of the 1lips is even, the tone does not
crack, and remains liguild, fluid, and
pure throughout. Like Fazola's or Tarry
Shields's. Unless you wiggle the ingtru-
ment 80 badly with your hands or fingers
that you still can't play clean. Nervous
ameteurs do this in their tenseness. They
grip the clarinet too hard, and beat it
with thelr fingers as if it were a piano,
instead of covering the holes, much as &
woman who doesn't understand a vacuum
cleaner runs 1t rapidly ac¢ross a carpet,
confusing it with a broom.

I don't know how Bechet's tone gets
that quality. To me it has a very fast
vibrato which is probably more pleasing
o the negro than to the legitimete white
men who prefers a slower vibrato. But
some colored glrls sing naturally with a
vibrato just like that. Parenthetically,
T consider Sidney Bechet one of the great-
eet figures in jazz, and one of the pur-
est sources, 1n direct line, of the jazz
idiom. He is one of my favorites for

phrasing. And hls rhythm is terriric,
Sldney is jezz. DBut I don't try to copy
his tons. T try to copy Fazola's, Larry

Shield's and that of the guy, E. Kanter,
who plays on Ben Pollack's SONG OF THE
ISLANDS on Decca. Get a load of that
guy's tone. Terrific. More vibrato than
Fazola, and more like Shields. Though
Kanter can't improvise or phrase as well
as Fazola,

Most of the tone you hear which is
not legltimate reed tone arises from:
sheking the instrument involuntarlly thru
lack of proper schooling or lack of de-
velopment of 1lip musculture through ig-
norance, using too soft reeds, or imita-
tlon of other players' faults,in the lat-
ter case a deliberate imitation of a play-
ing feult.

Jazz pleyers don't use double em-
bouchure. They may use it by virtue of
having learned legitimately, but most
Jazz players who pick up the instrument
play with the teeth touching the mouth-
plece. Most teachers teach this way,

too. Go teo the library and get out all
the books you can find on this subject
and you'll perhaps locete a resume in
gome Oof the old forelgn methods, such as
Carl Baermann, Jr. Get the German edl-
tion, if possible, as it will probably
be more complete. They alsc give an em-
bouchure with the reed on top. HNo one
plays that today.

Fee Wee's spit notes are almost
nolses, and ars toc fast a vibration to
be called a vibrato, which simulates the
human voice. This is his so-called "Dirty"
tone., It is more distorted even than a
growl. Tt 1s something I have hserd only
Pee Wee do. If you heard him on the Sat-
urday concerts today, he did it a lot,
It will be heard on a new Spasnier record
of MEMPHIS BLUES of which Muggsy played
me the test yesterday. He does it by
blowing a note on the clarinet and at
the same time making a sound with his
lips exactly the wey a cornetb player does
into his mouthpiece. The vibration of
the 1lips is tran=mitted to the reed, ut-

o

terly gisvorting the tone, sand giving it
a rasping, rattly, discordant, hoarage,
distorted tone like the sound of a clari~
net player heard on a badly out-of-order
radio whoge volume has dropped due to a
broken cofiidenser, plus & bad tube.

The dirty tone of Pee Wee doesn't
have any embouchure distinctlion between
single or double. It's hard enough to
keep any tone golng with sll that sir
egcaping. You just blow the reed and
sgueeze your side of your 1lips and blow
out through the tightened lips untll you
get & sound--any sound. That sound will
dlstort the pure reed tons into what Pee
Wee sounds like when he's really dis-
pensing.

Anybody who plays a wind instrument
mey use 8 chest vibrato or whinney. T
can't give you examples. Try it your-
self on a horn. 7You can easily see how
it's done. Evan a fourth of July horn
will do. Or a kazoo, or a comb and paper
It's the sound klds make today imitating
& machine gun,



