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i ica is supposed to be

e. H@ sprang up out of

f Storyvill€. He took the spirit of jazz
i Iﬁ to the world—he interna-
d the feelh@zz. And then he universalized

. N
strofg’s many innovations was the creation

of the solo. Solos came from the conception
of I&g on breaks: matched phrases that could be

il the context of the rhythm section. Joining
hrases together created the long-form solo.
He also extended the trumpet’s technique and concep-
tion of sound: nuances such as bending notes and
playing in the upper register with a certain body of
sound. He also played with a great deal of emotion of
his middle and lower register, adding something to the
instrument in that way. The main thing, however, was
the joy in his playing. He added humanity; he’s always
telling you “it’s going to be all right.” Musicians on
every instrument imitated him. Ellington wanted Louis
Armstrong on every different instrument in his band.
Ellington wanted that spirit, that talent, that
joy to pervade the music.

Louis Armstrong is also the father of the American jazz
style of singing, from Billie Holiday to Frank Sinatra to
Jon Hendricks. Whenever you’re singing, you're wor-
ried about the pitches and rhythms and whether you’re
in tune. Louis Armstrong had perfect pitch—he was
always in tune. He also possessed the greatest degree of
rhythmic sophistication, so it allowed him a certain free-
dom in dealing with the music. He took instrumental
phrasings and put them into his voice, and this became
an imitation of an imitation: The horn started off imi-
tating singing, and then because of the sophistication of
the horns and the harmony and being able to play differ-
ently from singers, he then turned right around and, in
his singing, imitated the horn.



The purpose of music is to make people swing, to

make them feel good, to keep the blues at bay—just as
Armstrong did. There was never an ounce of fakery, of
phoniness, in him. You didn’t have to understand the
words to his music; you didn’t have to understand what
he was doing. You just had to respond, and everyone did.

‘WYNTON MARSALIS IS THE ARTISTIC DIRECTOR OF JAZZ AT
LINCOLN CENTER AND THE MUSIC DIRECTOR OF THE LINCOLN
CENTER JAZZ ORCHESTRA. HE IS A WORLD-RENOWNED
TRUMPETER, COMPOSER, RECORDING ARTIST, BANDLEADER,

AND MUSIC EDUCATOR. IN 1997, HE BECAME THE FIRST JAZZ
COMPOSER TO WIN THE PULITZER PRIZE, FOR HIS EPIC ORATORIO
Blood on the Fields, COMMISSIONED BY JAZz AT LINCOLN CENTER.

Performance Notes

By JAMES DAPOGNY

The music in the Essential Jazz Editions provides a
foundation for the study and performance of all jazz.
By the middle 1920s jazz had made its mark and
developed its adherents and practitioners worldwide.
This series presents, in notated form, music that is
important both historically and artistically—
performances that convinced the world of the power
of this American music.

The first advice to performers of this music is to listen
carefully to the original recordings. We can learn

quickly, and a lot, through our ears. Nothing else can so
readily and accurately transmit a sense of style b
even the very best notation can convey only so
There are worlds of nuance to be learned from
recordings themselves, whether the goa
pleces ]ust as transcrlbed or using the

ayin
basis for

fz}

Even at fast tempos, the great New Orleans musicians
who recorded in the 1920s maintained an unhurried,
relaxed sound. Although “relax” doesn’t seem to be very
specific, or perhaps even very good advice, you must try
to relax. And it is necessary that each player try.

This music is sometimes technically demanding.

Yet what, from a technical point of view, can you do
to achieve a relaxed sound? First, bear in mind that as
a music in which rhythmic precision and clarity are
paramount, jazz gets much of its character
placement of attacks, and perhaps no sing
is more important. But an enormous an
is projected by how and whether notes a

their notated lengths.

A notable exception on s

nt is the
ions. In some cases

, create this “sec-
@o, despite its harmonic

y instrument, playing,

t always, o eats of the measure. That a
nstrument is nogpresent is not atypical: Not until

about 193(3@17122 practice in general decide that a

ponent, is a b

bass instru lways had to be included.

days of jazz drumming, some aspects of

ere rather different from what is common in the
-first century. New Orleans musicians sometimes

used to say that drummers should be “felt and not
heard.” This is an overstatement, but it does capture a
truth: Earlier drummers played more quietly, relative to
the ensemble as a whole, than later drummers would.
Part of this soft volume was because they played more
on the drums and less on cymbals than would later
drummers. Though bass drums were used in perfor-

mance, in the eatliest days of electrical recordings (start-

mers didn’t bring bass drums

don’t hear them in these records.
eady been playing the snare drum

neral, relaxation
Armstrong, a part
enerous note lengths he

ent in the graceful spaciousness
r(@n the 1920s, Armstrong’s
soloist of unprecedented mastery was

ocumen on fecordings. They show not only his
rovisation but also his development of

maste
spec1&vays of playing specific pieces.

N

Performing
“"Mahogany Hall Stomp”

On a visit to New York, shortly before he was to leave
Chicago behind permanently as his place of residence,
Armstrong recorded with members of the Luis Russell
Orchestra. This was a natural pairing of soloist and band
because of their shared New Orleans connections. As a
performance, “Mahogany Hall Stomp” has a very strong
New Orleans flavor—through both Armstrong’s and the
band’s links to that city.

Bandleader/pianist Luis Russell was born in Panama
but served a musical apprenticeship for several years

in New Orleans. Then, after a period in Chicago, part
of the time playing with King Oliver, Russell went to
New York and founded his own band. Outwardly, this
was a conventional ten-piece late-1920s big band. But
its distinctive character was strongly shaped by the New
Otleans personnel: clarinetist Albert Nicholas, trumpet-
er Red Allen, and, in its rthythm section, Russell him-
self, bassist Pops Foster, and drummer Paul Barbarin.
This driving rhythm section made the band stylistically
unique among late-1920s New York bands.

A final connection was through Spencer Williams,

composer of the piece, who was from New Orleans, and
named the piece after a night spot there. For the record-
ing, the Russell band’s two trumpeters were omitted, as



was their regular guitarist. Eddie Condon played banjo
and Lonnie Johnson, who had recorded earlier with
Armstrong’s Hot Five, played guitar, providing a char-
acteristic solo and an obbligato behind the trumpet solo.
As it does on other recordings, the Russell rhythm sec-
tion in this performance presents a classic New Orleans
rhythm section sound. The bass playing is perhaps the
most defining element, particularly when Foster switch-
es, at the beginning of Armstrong’s muted solo, from
bowed two-beat playing to four-beat pizzicato. Foster’s
bass part, with many arpeggiations and few stepwise
lines, is a crucial element in creating the strong New
Orleans aura. Yet, overlaid on this New Orleans founda-
tion are solos by two New York modernists, saxophonist
Charlie Holmes and trombonist J. C. Higginbotham.

“Mahogany Hall Stomp” is a blues with a 16-measure
verse. After the arranged introduction, later reused as a
coda, and a verse, there is no arranged music at all. The
collective improvisation in all of the ensembles sounds
less overtly New Orleans-styled than that heard on
Armstrong’s Hot Five and Hot Seven recordings. Part
of the reason is that neither of the reed players is playing
clarinet, and the horns accompanying Armstrong—two
saxophones and trombone—are playing rather restrained
parts, allowing Armstrong’s to be unquestionably the
leading voice. (Discographies have typically listed as
present Russell’s entire reed section of three, but actually
only two saxophones can be heard.)

So, although the rhythmic feel and collective improvi-
sation of “Mahogany Hall Stomp” clearly evoke New

Otrleans, the fact that Armstrong’s trumpet is clea
in charge—not just one of several more or less ¢
important parts—moves this performance seve
away from the music he had grown up
which he had been recording only a fi
and into the realm of more exp

rs earlier,

A Note from the Transcriber:

The recording of “Mahogany Hall Stomp” was issued
as Louis Armstrong and His Savoy Ballroom Five (even
though there are nine men on it) because Louis was then
working at the Savoy in Harlem. At this time he began
traveling around the country and fronting different
bands led and organized by various people. Luis Russell
was his usual band in New York (this relationship
started in 1929, just around the time of the “Mahogany

Hall” record date, and lasted into the "40s).
Louis Armstrong
By JAMES DAPOGNY

t 4, 1901, in New
f jazz. Despite hum-

Louis Armstrong was born A
Orleans, Louisiana, the birthpl
ble beginnings, he beca
visor in jazz and he t

nd event %t
e cornet. He r 'v‘%s first

ion in the Colo e& s Home

rned home and

rleans jazz world.
y becoming a

ats and in clubs, and by 1922,
when summoned to Chicago to play second cornet in

Oliver’s ba@s a seasoned enough musician to more
than hold his‘e®n in this fine group. In 1924, he left
i etan Fletcher Henderson’s big band in New
orki€ity, becoming the group’s featured jazz soloist,
eturning to Chicago in late 1925.

ith his reputation already growing
ians, Armstrong inaugurated his

ot Five and Hot Seven recordings,
t Earl Hines started recording

in a New Orleans format. These
uced Armstrong to the
ould culminate in his

ey show that apart from his
i mprovising inventiveness,

W,
nued to pu@working range upward. He
Qﬁl ional cornet to trumpet to aid in
1

is quest. Hisdnventive and technically masterful play-
ing clearl§ made him the star on this series and showed

that % tleans style did not best suit his gifts as
i iser.

an
01929 he began fronting a big band, working as

basically a featured soloist carrying whole performances
himself with the band merely a backdrop. With this
new format, which he maintained for nearly twenty
years, he attracted the kind of attention no jazz musician
ever had before, and which few could have borne.

He toured Europe. Working with popular songs as rep-
ertoire, featuring his singing and playing, he achieved
wide renown outside the jazz world and became a major
star not only through live appearances and recordings
but also through films and radio.

In 1947 Armstrong formed the six-piece All Stars

and returned to a small band and to a repertoire more
centered on jazz itself. This band was his usual live per-
forming medium for the rest of his life, though he con-
tinued to record more popular material with a variety

of other groups. After a heart attack in 1959, he played
the trumpet less and less in performance and sang more.
When he died in 1971, he was mourned worldwide, but
many of his mourners didn’t realize that he had single-
handedly changed the course of jazz history.

Armstrong’s career is unique in jazz and in popular
music. He moved from being the most forward-look-
ing and influential jazz musician worldwide in the late
1920s and early 1930s to being a pop musician known
worldwide, well beyond the jazz community, in the last
two decades of his life. Although his most influential
and inventive conceptions were formed and disseminat-



ed before the middle 1930s, he remained ever-capable
of expressive and inventive jazz performance and always
had something to show the jazz world.

JAMES DAPOGNY IS PIANIST/LEADER OF HIS CHICAGO JAZZ
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most important collections of jazz documents anywhere.
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* Also known as Solotone or Shastock Mute.
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Mahogany Hall Stomp

Conductor - 6

1||‘1 mm 1| M mm
4?{ MY
AL
ﬁ b ' ﬁ ) ; N
alll I
- Ty
>0.j ﬁ |A
o b
) N 0 ..I 07
< ﬁ ol
AL
ul sN sy
A 4
& N
AL
h 1 il N ..ﬁ A
L 18
il i
N N
S HH H H+H H+H
AN
'L ..ﬁ-
| I o \
Rl i
Asl]
_”rr-_ i ﬁ @ ML f
L iaS¥ 1% |
Asl] ﬁ
] il i X
N
wmtj .m .m M
Aol .-f ﬁ
’ ] " -T N
) m
< M .M o L
et n
| I i
re il
ull 5N &
meoom mn M
o T#
ull .
O e M
o]
o @ @ N
1 A O
ﬁ,u T
| ->£.C.L N \
M 1
#n.”, < < N
ull I it
* | N
' ' FQ 4
&w xr FLPI
il J 2 At (M-
i -r i T it
,iﬂd ALWQ A.. .“ n‘7 <N <N m..f it
s P & & & & § 2 &
[72]

\

T M MM MM 1HI
N ] I
MH M i
- ,f
= ol uum, o | N nL
[
.ﬁ L1851 [ 185
. ¢ Nt 1] il i ﬁH 1
«y
X Il il
e ﬁ AN N N
R N
Hid
LYl L A N \n o) o N
ﬂ. -+ T M1 i T
11
e <|all piil S
m <l i N
| |
1k 1l L.
I
.o.rx 1 .u 4 m m |
il HHH H MY HH
e N
" .
— NJ 1 JuE N
A (o M
L] Al .A z 2 vf
T ..ﬁ AN 1:1
<« N
= A r.~ A ﬁ i N
e MAH L 15}
N
;
C1H1 I il | R Il [ @ til
—— - e —p— Lll4
ol HY
2
N
N
vnﬁw. U 15
oLl [ Al NB o o) Nl
iy H i H HHH
il
m he iy >|.#!.A- i
e e >.9..ﬁ b -.,.
I AN 11
I u- .A
Lz“.! p A et M ..M N
HH H iy L HHH
it |
= ﬁ I .;f
N4 AN ﬁ Lﬁ %
44 ll.‘
@n T olll[e A nuv 2 & il
s Y = s = s
| e T
= Mmoo | s INl & I
= el 2 H]
" Al ﬁ V. s = = I q«
stll (1 i
© 1mi™ Y IR N RS i1 g 1
vau m N
m _34 o N{—
L VAR N M-
o
Or:~ 5] m U NH—
..uuT NT] - - | KT
g [ sty ar! u a 19
// <N <N n.ﬁo N .ﬂw N DN AN W
-] 8 o : ; 5 5 m m
: 8 B E & & & £ £
7]

128

127

126

125

124

123

122

121

120

119
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Conductor - 7
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