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ABSTRACT: 

What Ya Want Me To Do?: A Guide To Playing Jazz Trumpet/Cornet in the New Orleans 

Style is a pedagogical treatise written for the beginning New Orleans jazz stylist, especially 

focused on the role of the trumpet and/or cornet. The body of the document comprises four main 

topics: ensemble skills, playing the lead, stylistic attributes, and getting started. 

Analyses of “ensemble skills” and “playing the lead” are drawn through many 

comparative examples; while “stylistic attributes” and “getting started” use some of the author’s 

own personal experiences and discoveries in the New Orleans style to describe the learning 

process. There is a recording anthology appended to the document that offers many listening 

examples of the topics discussed. Also included is a style survey of approximately twenty New 

Orleans stylists from across the globe. The survey probes many philosophical, stylistic, and 

pedagogical issues concerning New Orleans style jazz. 
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New Orleans Jazz is that great American melting pot of musical styles. Its ingredients go 

back to the musical heritage of a city where, almost daily, brass bands paraded down its streets, 

where ragtime and blues echoed inside her bordellos and honky-tonks, and where song styles 

from the Negro spiritual to opera, and dance forms spanning European and American marches, 

French quadrilles and Spanish habañeras, among others, permeated the culture of daily life in the 

crescent city. 

 What came about was a new style of music that seemed to produce an irresistible beat 

and an almost contagious enthusiasm. In the preface to the 1994 publication New Orleans Style, 

Bill Russell perhaps summarized the music best: 

At the dawn of this century a new music was born in New Orleans. It was 
a “good time” music, to make the people happy. Its appeal was so immediate that 
the music soon swept the country and then circled the globe. It was not so much a 
kind of music as a style of playing. Essentially it was simply a way of “playing 
the melody with a beat.” New Orleans musicians learned to work together to 
produce the loose relaxed beat which is so irresistible that one cannot help but 
dance, or at least sway and pat one’s foot to its swing. The easy going, almost 
hypnotic rhythm at times seems to run effortlessly by itself.1 

 
 New Orleans style jazz has certainly had its share of fame. From the first jazz recordings 

in 19172 until about 1929,3  the music was a dominating presence in popular culture throughout 

the entire world. The New Orleans style also enjoyed a revival, beginning in the United States by 

the early 1940s and lasting well into the 1960s in Europe and the United Kingdom. There are 

even accounts of English jazz musicians who recall when New Orleans style jazz bands were the 

                                                 
1 Bill Russell, New Orleans Style, complied and edited by Barry Martyn and Mike Hazeldine (New 

Orleans: Jazzology Press, 1994), 8. 
 

2 While some jazz historians may still argue about the first authentic jazz recording, it is commonly 
accepted that the first jazz recording was indeed made by the Original Dixieland Jazz Band in 1917. 
 

3 Gunther Schuller, Early Jazz: Its Roots and Musical Development (New York: Oxford University Press, 
1968), 203. 
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top performers at clubs in England, and the soon-to-be-world-famous The Beatles were the 

interval band.4 

 The global impact of jazz has led to a substantial body of scholarship and pedagogy. Yet 

somehow the New Orleans style, the very nucleus and origin of all jazz, seems to have fallen off 

the radar of most of the jazz-going public. It is surely all but lost among mainstream jazz players 

and educators. In colleges and universities all over the United States, standard curricula include 

coursework in jazz theory, history, improvisation, composing and arranging, along with 

performing opportunities in big band and combo settings. Often the jazz student’s association 

with improvisation quickly delves into Bebop, studying the greats like Charlie Parker, Dizzy 

Gillespie, and Clifford Brown, while hashing out good tunes like Blue Bossa and All the Things 

You Are. 

Oddly, New Orleans style jazz does not receive as much careful attention, if any, in the 

education circles as more “modern” jazz—albeit that Bebop is over fifty years old and marks the 

approximate mid-point of jazz development from its birth to present day. In some way, this 

seminal music, this early jazz, seems not to speak to the average mainstream jazz player. It is 

true there are some negative connotations with the term “Dixieland”5 as having straw hats and 

striped vests and being more about gags, show business, and pure entertainment than about 

serious music. In the effort to dispel such misconceptions, debates exist as to the correct labeling 

of music played in the New Orleans style. Terms like Traditional Jazz, Early Jazz, Classic Jazz, 

                                                 
4 From  such recollections by Tony Pringle, now cornetist and leader of the New Black Eagle Jazz Band, 

and Len Gosling, trombonist with the Climax Jazz Band. 
 

5 Dixieland is certainly the most commercially associated term for New Orleans style jazz. 
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Dixieland or Dixieland Jazz, and New Orleans Style Jazz have all been passed around.6 It is clear 

that a serious stylistic confusion surrounds this music among public and performer alike. 

 Why has this music been abandoned by the majority of the jazz community? Why has it 

been so ignored? Ironically, this disaffection may indeed exist because of the revolutionary jazz 

of Louis Armstrong, arguably the greatest genius of the New Orleans style, and assuredly the 

most influential figure in all of jazz history.7 In the 1920s, Armstrong’s Hot Five and Hot Seven 

ensembles transformed the parameters of jazz and launched the role of the soloist into 

prominence. Simply put, Armstrong changed the focus of jazz from the ensemble to the solo.  

 Since this time, the supreme accolades bestowed on jazz musicians have usually been due 

to their soloing ability, or in some cases the parallel creative talents of composition. In the 1940s, 

big band leaders like Benny Goodman, Duke Ellington, Stan Kenton, Glenn Miller, Woody 

Herman, and Count Basie all had famous ensembles demonstrating an outstanding collective 

ability, but also showcased the paramount soloists of the day, often themselves fronting their 

own bands.8 The rising prominence of the jazz soloist is due, at least in part, to the musician’s 

need to express the individual and the public’s rising awareness of and respect for creative 

genius. Much like Schubert, Schumann, and Brahms were championed for their genius in the 

nineteenth century, so too have Louis Armstrong, Coleman Hawkins, Miles Davis, Ornette 

Coleman and beyond.  

                                                 
6 Tex Wyndham offers a discussion of terminology in the first chapter of’ his book Texas Shout: How 

Dixieland Jazz Works. 
 

7 Countless jazz historians and stylists have claimed Louis Armstrong to be perhaps the greatest figure in 
all of jazz. In Early Jazz, through extensive analysis of period recordings, Gunther Schuller even likens the creative 
genius of Armstrong to that of Mozart. 
 

8 Glenn Miller is the most notable exception for he rarely appeared or recorded as a soloist with his own 
band. 
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 The true nature of music played in the New Orleans style is without question steeped in 

the ensemble traditions of the marching brass band. What then breeds this disaffection is perhaps 

the more modern jazzman’s use of improvisation to express individual sophistication and 

creativity within the solo as opposed to the New Orleans jazzman’s use of improvisation, or 

sometimes embellishment, for ensemble purposes. To successfully cross over, the more modern 

player has to rethink his improvisational skills from the perspective of the collective rather than 

the individual. Philosophical issues and musical function must all be carefully conceived with the 

ensemble in mind. First printed in Jazzman, the famous quote by Joe “King” Oliver no doubt 

sums up this difference, “I mean I wants you to be a band man, and a band man only, and do all 

you can for the welfare of the band in the line of playing your best at all times.”9 

 Preservation is at the heart of any kind of advocacy. And while much has been done to 

preserve the history of jazz from its infancy to the present day, there is little in the way of 

pedagogy concerning jazz in the New Orleans style. Aside from the occasional article published 

in Dixieland/Ragtime journals like The Mississippi Rag, The West Coast Rag now called The 

American Rag, and Tex Wyndham’s book Texas Shout: How Dixieland Jazz Works (which is 

simply a collection of articles previously published in Wyndham’s Texas Shout column—clearly 

targeting the Dixieland audience and amateur performer), the serious student of the New Orleans 

style is hard-pressed to find any substantial documentation to help explain the conversational 

process within the New Orleans ensemble framework including in-depth discussions of stylistic 

features, repertory, philosophy, and suggestions to organize the learning process. 

 

                                                 
9 Rex Harris, The Story of Jazz (Westport, Connecticut: Greenwood Press, 1955), 94. 
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 What Ya Want Me To Do? A Guide to Playing Jazz Trumpet/Cornet in the New Orleans 

Style10 attempts to fill this void in the scholarship on New Orleans style. It is important to clarify 

that this document is not a history of early jazz; books by Gunther Schuller and many others 

have sufficiently and masterfully covered the topic. While at times quite informative, anecdotal 

and autobiographical information is not used as the basis for the dissemination of information as 

is the case in Bill Russell’s New Orleans Style and Nat Shapiro and Nat Hentoff’s Hear Me 

Talkin’ To Ya. Rather, this document aims to discuss in detail the organization and craft with 

which this music is collectively created by the performers, the unique style and philosophy 

manifested through ensemble playing, and pedagogical methods to focus the learner. 

 The document addresses four main topics. The first describes the conversational process 

in ensemble playing, the identification of the roles of the instruments as well as the basic 

polyphonic functions idiomatic to the New Orleans style. Appended to this document is a 

recording anthology where special audio editing features allow the listener to more clearly hear 

the polyphonic lines within the ensemble. An analysis of playing the “lead”11 in the ensemble, 

and a discussion of style follows, culminating in suggestions on how to get started playing New 

Orleans style jazz. 

 In addition to the recording anthology, two more appendices complete the document. The 

first is a collection of surveys of current jazz players who have addressed many facets of the 

music. This information is invaluable because New Orleans style jazz stems from an oral 

tradition, one where the language is learned through immersion and from exchange with others. 

The results of the survey are not to be tallied for any scientific poll; rather, they serve as a body 

                                                 
10 What Ya Want Me To Do? is a reference to the song of the same title written by Joe Oliver and Clarence 

Williams. The session on November 25, 1928 by Clarence Williams and His Novelty Four offers one an excellent 
example of the plaintive sound of King Oliver’s cornet, recorded with good fidelity. 
 

11 In the New Orleans style, “lead” means playing the lead voice, or melody, in the ensemble. 
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of thought that the learner can peruse to help formulate his own opinions about the music. The 

final appendix is a collection of chord changes for over 700 songs. Most working bands, playing 

in the New Orleans style, either possess or have consulted a chord book of some fashion. While 

this collection makes no claim to be the paramount of repertory or to have the “right”12 chords to 

every selection, such a collection is beneficial to the aspiring New Orleans style musician and 

offers a good place to start. 

 Finally, it is critical for the reader to realize that no amount of prose can take the place of 

experiencing the music in sound. In Eary Jazz, Gunther Schuller aptly noted “Neither the 

description and the analysis of musical events nor the notation of excerpts from recordings can 

present the full experience. The reader must also listen.”13 Because this project is not an 

analytical history, it is not filled with references to historical recordings, however a concentrated 

listening to the canon of recorded jazz is the only way to fully understand the music. As New 

Orleans trumpeter Duke Heitger put it, “Those old recordings are all a three minute music 

lesson.”14 

  

 

 

 

 

 

                                                 
12 In Appendix II, survey question 16 states: How do you find the chords to a song? What are the right 

chords, if any? What do you think about changing the chords to a tune? 
 

13 Schuller, preface x. 
 

14 Charlie DeVore, Liner notes to What’s the Use of Crying, Baby?, recorded by Marc Caparone and His 
Usonia Six, EFO Records, EFOCD 301, 2002. Compact Disc. 
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 In the most basic sense, the word “ensemble” means a thing looked at or judged as a 

whole or from the point of view of the general effect.15 Even in this non-musical context the 

definition of ensemble applies directly to the collectivity with which New Orleans style jazz 

musicians perform. Essentially, when played well, the whole is greater than the sum of its parts. 

But how does this musical interaction work? 

 Listen to any recording by a New Orleans jazz band and you will hear a wealth of 

musical dialogue and conversation within a polyphonic texture, all executed over a captivating 

beat labeled as swing.16 The quality of a band is, in part, determined by the intelligibility, 

intuitiveness, and sophistication of this conversational approach. In Western art music 

conversation is a natural component. One can easily see how the great master Johann Sebastian 

Bach carries on independent yet related lines of musical thought in his many fugues and other 

contrapuntal forms. Even in the vocal music of Renaissance polyphonists like Josquin Desprez 

and Guillame Dufay, a sort of conversation exists between the voices as well as a subtler 

interaction between the text and the music itself. The balancing dialogue of antecedence and 

consequence dominated musical craft in the Eighteenth century, while the banter of motivic play 

gave Nineteenth century composers a new focus for musical interaction. Conversation is 

everywhere in music. 

 In the study of the formal organization of music, terminology exists to help describe 

those critical events via their principal functions, such as subject, answer, and countersubject 

within a fugue, or theme, melody, and motive within sonata forms. Because New Orleans style 

jazz bands have deeply-rooted traditions in the marching brass band, the many musical voices 

                                                 
15 The New Lexicon: Webster’s Dictionary of the English Language, Edited by Bernard S. Cayne and Doris 

E. Lechner (New York: Lexicon Publications, Inc., 1989), 314. 
 

16 Though the term swing can refer to both a style and a genre (as in the the Swing Era of the big bands of 
the 1930s-40s), here swing references the style of beat used by New Orleans musicians. 
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within the march idiom apply. It is no coincidence that this most ensemble-oriented form, the 

march, with its codified polyphonic functions, shares a parallel with the collectively improvised 

ensemble approach of the New Orleans style.  

While not present in every scenario, these functional elements frequently appear, en 

masse, within the march idiom: melody, counter-melody, obbligato, harmony, rhythm (the 

combination of the two, harmonic-rhythm), and bass. At any point in a standard band march, 

taking the prolific John Philip Sousa or Karl King as examples, one can identify these musical 

functions within each part in the score. A composer may change roles for any specific instrument 

depending on the needs of the music. 

 Every band march will almost always place the principal function of melody in the 

cornets. Because of the tutti nature of this idiom, doublings in instrumentation are frequent. 

Counter-melody lines can often be found soaring about in trombone, baritone/euphonium, and 

tenor saxophone parts.17 Obbligato parts are commonly scored in the high woodwinds, such as 

flute, piccolo, E-flat clarinet, Solo B-flat clarinet, and sometimes oboe. Lower clarinets and 

cornets can support with chordal harmonies in a homophonic fashion, while the horns and alto 

saxophones often play off-beat rhythmic figures (harmonic-rhythm). Tubas, bassoons, 

baritone/bass saxophones, and bass/contrabass clarinets provide the harmonic grounding in the 

bass parts while the battery18 maintains a consistent, driving rhythm. 

Take a well-known example by John Philip Sousa to demonstrate these points. In the trio 

of Sousa’s The Stars and Stripes Forever, there are about as many musical functions as possible, 

all working in polyphony without cluttering the texture. Melody, obbligato, harmonic rhythm, 

                                                 
17 In British-style band marches, where those lyric counter-melodies frequent the euphonium and tenor 

saxophone parts for their combinatorial richness in timbre, Kenneth J. Alford’s famous Colonel Bogey serves as an 
excellent model. 

 
18 The term “battery” is jargon for the minimum collective of snare drum, bass drum, and cymbal. 
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counter-melody, and bass merge in his tutti scoring to produce one of the classic “foot-lifting” 

moments in all of the band march idiom (Ex.1).  

 

Example 1 The Stars and Stripes Forever19 

 
However, Sousa does not introduce all of these elements at once, for he builds the 

ensemble in masterful fashion within the structural framework of the march. Sousa first states the 

trio with woodwinds on the melody and all brasses on harmonic-rhythm and bass in a pattern 

deviating slightly from the typical “oom-pah”20 so well-established in this genre. By using the 

                                                 
19 This and subsequent reductions have been done by the author.  
 
20 The term “oom-pah” is a musical onomatopoeia used to describe the combination of bass and harmonic-

rhythm functions. In the Sousa example the overlapping textures of bass and harmonic-rhythm create two “oom-
pah” patterns per measure. 
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variant, Sousa, ever so subtly, plays with the listener’s expectations. The break-strain enters and 

energizes the music only to be defused by the famous sprightly and fanciful piccolo obbligato. 

Again the break-strain jumps in creating a heightened rhythmic state, argumentatively pitting 

highs against lows, and leading into the final grandioso statement of the trio with all of the 

polyphonic features in full glory. Sousa expertly builds the ensemble into a roaring finale. 

 The New Orleans ensemble style developed, in part, from musicians reading their parts in 

the brass bands, to embellishing them, then culminating in the established practice of collective 

improvisation,21 all the while playing with this “irresistible beat”.  In every scenario, the player is 

fully aware of his musical function. As popular tunes, waltzes, rags, cakewalks, folk songs and 

blues found their way into this “New Orleans beat,” musicians still adhered to the established 

musical functions of the march to help organize the polyphony of their music. Just as in Sousa’s 

music, the clarinet plays the obbligato, cornet the melody, and trombone a counter-melody, so 

too could those same functions apply in a New Orleans jazz band’s performance of a blues song 

like, Make Me a Pallet on the Floor. According to Willie “Bunk” Johnson, Buddy Bolden played 

the fore-mentioned blues in 1894.22 Historians often hail Bolden’s ensemble as the first jazz 

band. 

 As recorded in Appendix II of this document, Chris Tyle’s survey states the polyphonic 

functions quite clearly and succinctly: 

In classic New Orleans jazz performances, the trumpet/cornet player lays 
down a simple lead, perhaps embellishing the lead as the performance progresses. 
[The] clarinet plays a weaving, obbligato to the trumpet’s lead perhaps 
occasionally playing some lines in harmony with the trumpet. [The] trombone 

                                                 
21 Collective improvisation is the accepted term for each instrument in the New Orleans style ensemble 

simultaneously improvising, while mindful of his/her musical voice within the conversational fabric. 
 

22 Nat Shapiro and Nat Hentoff, Hear Me Talkin’ To Ya (New York: Dover Publications, Inc., 1966), 36. 
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fills in the gaps left by the trumpet and can set up the chord changes by playing 
[glissandi], etc.23 

 
To this, one need only add some stylistic perspective to help inform the learner of that which the 

experienced jazz player has intuitively absorbed. The lead, or melody, played by the 

cornet/trumpet needs to swing the band with intense propulsion; and Bill Russell’s comment 

about “playing a melody with a beat” describes this perfectly. The clarinet has a wailing or 

moaning blues quality to its weaving obbligato, while the trombone, though adept at infusing this 

conversation with blues, has an important rhythmic, and at times catalytic function by filling 

those gaps in the melody. Interestingly, from a conversational perspective, the trombone lends 

itself especially well to agreeable and/or argumentative commentary with the other instruments. 

To better understand these functions, as pertaining to classic New Orleans style 

performance practice, a comparison is in order. With the resurrection of Edward “Kid” Ory’s 

Creole Jazz Band in the 1940s, jazz aficionados began to get a better look into some of the lost 

treasures in the New Orleans repertory. Ory recorded a number of march selections, 1919,24 

Gettysburg March, High Society, Maryland, Oh! Didn’t He Ramble, and Panama, which were 

paraded to by many of the New Orleans brass bands. George Lewis, “Big” Jim Robinson, and 

Bunk Johnson are just a few of the important names to have also recorded marching tunes, some 

including Moose March25 and Bugle Boy March. 

                                                 
23 Tyle, Appendix II, 199. 

   
24 On October 2, 1947, Ory recorded 1919 under the title Rifle Rangers; the latter is a march written by Karl 

King. However, though there are some melodic similarities, they are definitively not the same composition. Because 
of competition, the brass bands in New Orleans would cut the titles off of the sheet music and instead call tunes by 
number. It is hypothesized that 1919 may refer to number nineteen or nineteenth page in a band’s music folio. Also, 
during a television broadcast in the 1940s, Bunk Johnson supposedly told trombonist Turk Murphy the actual title of 
1919, but Johnson’s pronunciation of the French title was so poor as to be unintelligible to Murphy. 
 

25 Moose March is a 1904 composition by P. Hans Flath published under the title The Moose. 
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The Bugle Boy March, included on the recording anthology and to be discussed in detail 

in order to describe the conversational process in a true jazz context, is actually a mislabeling of 

the 1907 march by Francis A. Myers, the American Soldier. (Ex.2) With a bugle call introduction 

in the cornet, the title Bugle Boy is a logical misnomer.26  Just as in the Sousa example, the 

polyphonic functions (part of a conversational process), are available for comparison between 

the American Soldier and the Bugle Boy March, both of which are included on the recording 

anthology. 

Track 1: American Soldier   

Example 2 American Soldier: Solo B-flat Cornet. 

 

                                                 
26 Frequent misnomers occur on New Orleans style recordings from this period. On May 10, 1945, 

“Wooden” Joe Nicholas recorded the Thomas A. Dorsey spiritual Precious Lord as Lead Me On. The latter is found 
in part of the hymn’s text: “Precious Lord, take my hand, lead me on, let me stand…” 
 


144.80304
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Listen to Track 1, American Soldier, and observe how these musical functions are 

manifested in Myers’ composition via a brass band27 playing from the published parts.28 After 

the bugle call introduction, the cornets play the melody in the first strain while the trombones 

engage in counter-melody. The second strain follows a similar fashion with cornets on melody 

and trombones on counter-melody. However in the second strain, the woodwinds now play an 

obbligato line above the melody. The trio presents a slightly different scenario in that melody, 

harmony, rhythm, harmonic-rhythm, and bass are the only functions present; neither obbligato 

nor countermelody is present in the trio. Upon the repeat of the trio, the trombones double the 

cornet melody creating a more powerful impact due to the unison function. This change of 

texture is not uncommon in the march idiom, for in Sousa’s The Stars and Stripes Forever, no 

countermelodies or obbligato functions exist until the trio; hence, producing a textural map 

opposite that of Myers.29  

Now listen to Track 2 in the anthology, Bugle Boy March. This version is incomplete and 

contains only up to the first time through the trio section. In the jazz band version many of the 

same conversational elements are heard. The cornet is always playing the melody, often with 

slight embellishment upon the repeat of any given strain. The clarinet consistently weaves an 

obbligato line that, at times, both harmonizes the lead and “leans” on its ornamental part with a 

heavy blues feeling. The trombone voice fills in the spaces and sustained parts of the lead with 
                                                 

27 The standard nine-man instrumentation of a New Orleans style brass band usually included E-flat 
clarinet, two cornets, alto horn, tenor horn, trombone, marching brass bass, snare drum and bass drum (with the 
cymbal attached to the top of the bass drum). At times only one trumpet may have been used, others may have used 
two trombones. 
 

28 Neither a full nor condensed score to American Soldier were available at the time of recording; and due 
to some missing parts, namely the alto horns (functioning as harmonic-rhythm), the horn lines were transcribed from 
a recording by the Louisiana Repertory Jazz Ensemble of New Orleans entitled Marching, Ragging, and Mourning. 
(Stomp Off Records. CD1197. 1994. Compact Disc.) 

 
29 Myers exhibits some consistent trends in writing style. His 1904 march The Invincible U.S.A. carries the 

same format as American Solider. Both delineate: introduction, a a’ b b’ c c’ in form and use the same textural map 
regarding polyphony in the winds. 
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counter-melody, rhythmic figures, and glissandi, while setting up important harmonic and 

structural moments. Though conceived independently of this recording, Tyle’s fore-mentioned 

illustration of the polyphonic elements is accurate in describing this anthology performance. 

 

Track 2: Bugle Boy March – incomplete  

 

A more specific comparison will bring forth the consistencies in conversational 

polyphony in the recordings of both American Soldier and Bugle Boy March. (Ex.3) Observe the 

transcription of the first half of the second strain in both pieces. The top staff grouping realizes a 

clarinet obbligato, cornet melody, and trombone counter-melody present in American Soldier; in 

Bugle Boy March, the bottom grouping, clearly identical functions are present in all voices. Now 

listen to Track 3 in the anthology to hear these excerpts played consecutively, and notice the 

striking similarities.30  

 

Track 3: American Soldier and Bugle Boy March – 2nd strain, 1st half  

 

In addition to the composite, compare the same two excerpts organized in a different 

fashion. The cornet plays the melody in both scenarios with a slight, swinging embellishment in 

the jazz version (Ex.4), while the trombone voice shares uncanny similarities on the counter-

melodic function. (Ex.5) In both clarinet excerpts, the obbligato function is clearly evident. 

(Ex.6) 

                                                 
30 It should be noted that the discovery of the actual title of Bugle Boy March and the authorship of 

American Soldier occurred after the recording of the anthology. Therefore, the similarities are even more striking in 
that they are manifested through oral tradition and knowledge of musical style. 
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Example 3 American Soldier and Bugle Boy March: 2nd strain, 1st half. 

 

Example 4 Comparison: cornet melody 
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Example 5 Comparison: trombone counter-melody 

 

 

Example 6 Comparison: clarinet obbligato 
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Developing the aural skills to comprehend this conversational process can be difficult for 

the beginner, just as the highest levels of understanding may be challenging to a novice 

counterpoint student when listening to complex polyphony. While there is no substitute for 

spending countless hours carefully listening, analyzing, and learning, the recording anthology 

offers some help in getting this process started. The instrumentation used for Bugle Boy March 

consisted of clarinet, cornet, trombone, tenor banjo, tuba, and drums. For each instrument, a 

special editing feature has been applied where the entire band has been panned hard left and hard 

right while the “solo” instrument is stereo-center. This feature allows the listener to better hear 

each instrument, and get an idea of how the stereo-center instrument structures its voice within 

the ensemble.  

Track 4 features the clarinet, again playing that weaving obbligato line, overlapping the 

phrases of the other instruments, ornamenting around the melody and harmonizing it, all the 

while saturating the texture with a paradoxical mournful yet joyous blues character. Track 5 

features the cornet playing a “straight-ahead” lead, swinging the band, and progressively yet 

modestly embellishing the melody. The trombone is featured on track 6 in its classic counter-

melodic role. It consistently answers the cornet, fills in the gaps during sustained notes in the 

melody, adds rhythmic excitement, and augments the bass lines.  

 

Track 4: Bugle Boy March – clarinet  

 

Track 5: Bugle Boy March – cornet 

 

Track 6: Bugle Boy March – trombone 
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Track 7 features the first of the rhythm instruments, tenor banjo. In this scenario, the 

banjo’s role is purely harmonic-rhythm. Its purpose is to help create that “irresistible beat” 

described by Bill Russell. This beat is sometimes called “flat four,” “big four,” or “straight four.” 

The tuba is featured on track 8 and, expectedly, fills the bass line function. Finally, track 9 

features the last rhythm instrument, the drums. Obviously, rhythm is the primary function of 

drums; they establish the beat, and roll into one all of the elements of a brass band battery. In this 

example the drums have a parade-like beat, with a steady drive in the bass drum.31 Also the 

drums helped set off structural and textural changes, such as fills at phrase endings, and different 

patterns with snare, cymbals, cowbells, and woodblocks to color the different strains of the 

march. 

  

Track 7: Bugle Boy March – banjo  

 

Track 8: Bugle Boy March – tuba   

 

Track 9: Bugle Boy March – drums   

 

Patterns of “call and response” comprise a definitive element of the conversational fabric 

of all jazz styles. Such patterns came from African social traditions, where conversation is more 

valued than monologue, and drumming is often used as an important means of communication.32 

The liturgy of African-American churches has absorbed this tradition in many contexts beyond 

                                                 
31 I recall a comment from a band conductor that Sousa’s highest paid bandsman was the bass drummer, 

because “The bass drum is the heartbeat of a band;” unfortunately his reference bore no citation. 
 

32 Schuller, 26-38. 
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just musical ones. Imagine a scene where the congregation responds “Amen!” to a statement by 

their minister. This also happens in European religious traditions; however such responses are 

often scripted and far less enthusiastic. In this African social tradition, the people are listening 

and responding to each other; their conversation is alive and responsive to the moment—it is 

intuitive. Kid Ory offered an interesting anecdote that supports this relationship: 

Bolden got most of his tunes from the “Holy Roller Church,” the Baptist 
church on Jackson Avenue and Franklin. I know he used to go to that church, but 
not for religion, he went there to get ideas on music. He’d hear these songs and he 
would change them a little. In those Baptist Churches, they sometimes had drums 
and a piano while the people sang and clapped their hands. Sometimes they’d 
have guests and invite a trumpet player or a trombone player to come over and 
play with them. What we’re doing now is about sixty years behind what happened 
then. That’s where Buddy got it and that’s how it all started.33  

  
 Listening and responding has become a part of this conversational process in jazz. It is 

absorbed naturally, through immersion, and becomes instinctive—something you feel. There are 

countless moments in Bugle Boy March where listening and responding saturate the 

conversational process, but a few examples will clearly demonstrate this interaction. Upon the 

arrival of the trio section, there is a notable dialogue between the cornet and the trombone. (Ex.7) 

The cornet is again playing a modestly embellished lead, while the trombone opposes in counter-

melody. Listen to Example 7, on track 10 of the anthology, and hear how the trombone waits for 

its turn to speak. The trombone listens to the melody and then responds. This scenario presents a 

classic example of the conversational process at work. For comparison, let us look at the same 

moment in Myers’ American Soldier. (Ex.8) Here we need to compare the cornet and bass parts 

as the trombones play harmonic-rhythm and melody in the trio. Listen to Example 8, on track 11, 

and notice how the bass part anticipates on the secondary dominant before it can respond at the 

                                                 
33 Russell, 175. 
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half cadence.34 At this point, as in the previous example, the bass line is waiting to respond. The 

only real difference is that Myers has intentionally set up this conversational element through the 

anticipation and response in the bass, where as in Bugle Boy March the process is happening in 

the moment. This again demonstrates that listening and responding occur instinctively in the 

New Orleans style. 

 

Track 10: Bugle Boy March – cornet and trombone   

Example 7 Bugle Boy March: cornet and trombone 

 

 

Track 11: American Soldier – cornet and bass   

Example 8 American Soldier: cornet and bass 

 

 
                                                 

34 It is interesting that both examples show a pedal point on “C” before responding to the melody at the 
appropriate time. 
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Track 12: Bugle Boy March – motivic exchange 

Example 9 Bugle Boy March: motivic exchange 

 

 The “shout”35 chorus of Bugle Boy March provides one final example of call and 

response via motivic interaction. (Ex.9) Jazz musicians often listen to each other in  

performance and “comment” on what has been “said.” Listen to track 12, and hear how each 

instrument tosses around a motive introduced by the cornet. First the cornet plays the motive at 

the end of a phrase; then the clarinet responds in affirmation with a slight melodic variation. 

Next the trombone jumps in to recap the whole interaction. Moments like these are virtually 

impossible to consciously reproduce for they only happen as players listen and respond in a 

natural and intuitive fashion.  

When a band performs a march in concert, there is always some kind of build up within 

the ensemble. By its very ensemble nature, the march needs to drive toward some pinnacle, 

climactic moment. We saw how Sousa builds the ensemble in The Stars and Stripes Forever; and 

countless other examples fill the march repertory with these builds to intensity. Dynamic 

contrasts, additive polyphony, energized rhythm, textural changes, and grandioso moments all 

contribute to such apexes in the march idiom. Track 13 provides a complete version of Bugle 

                                                 
35 Shout refers to the final chorus of a song, usually in full ensemble. 
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Boy March and, through textural changes, the arrangement builds the ensemble and demonstrates 

how each instrument contributes to the ensemble via an additive process. 

 

Track 13: Bugle Boy March – complete 

 

 The complete version of Bugle Boy March begins with the introduction in the cornet and 

drums, followed by the first and second strains (both in F major, and both repeated). Then comes 

the trio (in B-flat major) played twice in full ensemble. Up to this point, the format is identical to 

the complete performance of American Soldier by the brass band. Upon the third statement of the 

trio the texture drops to just clarinet and banjo. Here you can listen to the swinging performance 

of the clarinet over the driving beat provided by the banjo. At the next pass of the trio the tuba is 

added, and then drums on the fifth pass. By this point each of the rhythm instruments has 

contributed to the band and helped establish the beat which is so important in defining the New 

Orleans style. On the next pass the trombone enters; however, it plays the melody instead of 

counter-melody. The reason is that, by this point in the arrangement, the ensemble has built up to 

such a degree that with two horns playing, the melody needs to be restated in order for the 

conversational process to remain intelligible. Essentially, the additive texture within the rhythm 

section has occurred over a clarinet solo, and with the addition of the trombone, the texture has 

turned back into that of ensemble.36 On the seventh pass through the trio the cornet enters and the 

                                                 
36 It should be noted that from the ensemble perspective, a few logical conversational approaches were 

available to the trombone voice. The first is melody, which the trombonist chose to play. The second would have 
been some kind of rhythmic, riff-like, and/or bass line-oriented background to drive the intensity of the clarinet solo. 
And the last would have been the usual trombone role complementing the melody, if the clarinetist had chosen to go 
back to playing the lead. Depending on the sensitivity and creativity of the trombonist, it is possible that some 
mixture of these could have produced another function or voice part. 
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full ensemble texture has resumed. The eighth and final pass of the trio presents the shout chorus 

where the band is in full swing and the conversational polyphony has its most robust exuberance.  

The energy and drive of a band in this shout chorus is a perfect example how a New 

Orleans style jazz band tries to build the ensemble. Jim Klippert, a well-respected New Orleans 

style trombonist, once described the energy created by this build as putting the conversational 

process on the brink of sheer pandemonium.37 Also this build to the ensemble need not be 

reserved for just the last chorus of a tune. The build can be masterfully approached with many 

peaks and valleys within the whole so that the final climax is the most gratifying.38 The 

satisfaction and frustration of expectation is critical when effectively building the ensemble. 

 We have seen many aspects of the conversational process of the ensemble as it applies to 

New Orleans style jazz. However, as with any model or theory, there are always exceptions. Jim 

Robinson, mentioned earlier as having recorded a number of brass band marching tunes, comes 

to mind as one such exception. Though you can hear many recordings of Robinson39 where he 

rhythmically jabs his way into the gaps in the cornet lead, infuses the conversation with a “low-

down” blues quality, uses glissandi in his tailgating style, and rhythmically augments the bass 

lines, he seldom plays specific counter-melody and often doubles the lead in an almost 

heterophonic40 fashion. In fact there are a great many recordings made in New Orleans, many of 

them archived by Bill Russell, that feature frequent examples of heterophony. If you recall the 

                                                 
37 Comment excerpted from a conversation with Klippert in January 2005. 
 
38 The Bydlo movement of Modest Mussorgsky’s Pictures at an Exhibition strikes me as a good parallel to 

this idea in that the movement grows from nothing and returns to it by the end, having reached its apex in the 
middle. 
 

39 Jim Robinson is an important figure in early jazz because of his long connection with many historical 
bands in New Orleans, especially Sam Morgan’s Jazz Band, the first jazz band to record in New Orleans and to 
record spirituals, up through the Preservation Hall Jazz Band. 
 

40 Heterophony is a simultaneous manifestation of multiple versions of a melody; some versions are 
perhaps more embellished than others. 
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scoring to American Soldier, you will again find that in the final statement of the trio, Myers 

scored clarinets, cornets, and trombones on the melody. Having well-established the importance 

of the marching brass band tradition to the New Orleans style ensemble, such moments of 

heterophony seem perfectly logical.  

  The conversational process is unquestionably the focal point of ensemble interaction. 

Many approaches and playing styles can produce any number of results in the collective whole, 

but the New Orleans jazzman’s style of listening and responding in true, intuitive fashion brings 

a profundity and depth of musical understanding to the meaning of this polyphony. The New 

Orleans musician must heed King Oliver’s admonition to “be a band man”41 because it is only 

through a collective willingness to listen, respond, and intelligently converse in this joyous 

musical context that the many complexities inherent to the style become perfectly simple. 

  

 

 

 

 

 

 

 

 

 

 

                                                 
41 Harris. Ibid.  
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 Imagine you are engaged in a conversation discussing the many variations of the Tin Pan 

Alley song form.42 Old Fashioned Swing (recorded in 1937 by Sharkey [Bonano] and His Sharks 

of Rhythm) comes to mind as one such example with its extended bridge that transforms the 

piece into a forty-bar song form. Your conversational partner, unfamiliar with the work, would 

probably ask you, “Well, how’s it go?” To answer their question you would most-likely find 

yourself singing, humming, or whistling the melody, for melody has the power to state a clear 

musical image in one’s mind. A melody’s uniqueness was a feature that lured Nineteenth-century 

composers to fashion more individuality in their melodic writing style. With importance upon 

unique melody, versus the Eighteenth-century model of harmonically-based multi-thematic 

forms, composers like Schubert found themselves utilizing concepts such as repetition with 

variation to reinforce an autonomous melodic style. 

In the previous chapter, the many comparisons between the band march idiom and New 

Orleans style jazz (specifically American Soldier and Bugle Boy March) displayed an 

overwhelming predominance of melody in the cornet or trumpet during the conversational 

process. The purpose of the cornet or trumpet is to lead the band on melody. Louis Armstrong 

recalled about playing the lead, “When I was a kid in New Orleans, I used to do a whole lot of 

figurations. Man, I was crazy on that. Joe Oliver would tell me, ‘Play the lead, boy, play the lead 

so people can know what you’re doing.’”43 

Even the great Armstrong had to learn how to play his part in the conversational process. 

Joe Oliver’s comment to the young Louis tells us of the supreme importance of the lead, and that 

the other musicians in the band rely on this element to bring comprehension to their 

                                                 
42 The Tin Pan Alley form, or popular song form, widely used by Irving Berlin, George Gershwin, and 

Thomas “Fats” Waller, among many others, consists of thirty two measures in AABA form. Often the B section is 
labeled the “bridge” or the “middle eight.” 

 
43 Russell, 138. 
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contributions. Oliver’s admonition again comes from the band perspective, for it is the collective 

that is most important; the trumpet player’s contribution of the lead is what moderates this 

conversation and gives intelligibility and direction to the entire process. To help understand the 

lead and the philosophies and methods required to play it properly, accounts of historical jazz 

figures and current jazz players, analysis of the lead in the anthology recording of Bugle Boy 

March, and my own learning experiences in aspiring to play in the New Orleans style will all 

contribute to the description of the process. 

When playing the lead, the cornet/trumpet player must clearly state the melody so 

everyone in the band can interact properly and with confidence. While stylistic understanding, 

effective interaction, and directionality are goals in any musical performance, the opposing force 

of musical indecision can create chaos on the stage. A poorly led performance of any kind can 

foster a collective indecisiveness; a panic that spreads like wildfire, inhibiting performers, 

audience, and the total performance. A clear and direct lead is critical to the conversational 

process. Within the New Orleans style, this leadership exists solely, to reiterate Joe Oliver, “for 

the welfare of the band.”44 

Essential to the aspiring New Orleans style trumpeter or cornetist is an awareness of the 

needs of the music. All too often, one finds examples of a young individual’s technique far 

surpassing the musical demands placed upon him. Such a novice and youthfully energetic jazz 

player will surely play too many notes and thoroughly muddle the conversational process. By the 

time the exuberant youth, in what is surely an innocent enthusiasm, has exhausted a flash of 

musical pyrotechnics, his cluttered lead may leave no room for the other instruments to 

comment. An over-exertion of the lead stifles the polyphonic characteristic of the New Orleans 

                                                 
44 Harris. Ibid. 
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style. Documented in Appendix II, Jim Leigh’s comment summarizes perfectly, “You could 

learn your horn, God knows, but would you be able to play ensemble when you were done?”45 

 Some may argue that such a narrow scope of function is limiting to creativity, and that 

one’s muse might be extinguished by these task-specific conversational roles. A jazz musician 

naïve to the New Orleans style may even go so far as to say that these “limits” keep him from 

playing real jazz. Such claims would be completely false. If a musician feels limited by the needs 

of any style of music, then this musician is surely limited in his creative ability and 

understanding of the genre. The New Orleans jazz musician is both interpretive and creative 

artist alike, using a sense of discipline to creatively interpret a specific musical task. Igor 

Stravinsky, the revolutionary creative genius of the 20th century, eloquently penned his thoughts 

on creativity in Poetics of Music: 

My freedom will be so much greater and more meaningful the more 
narrowly I limit my field of action and the more I surround myself with obstacles. 
Whatever diminishes constraint, diminishes strength. The more constraints one 
imposes, the more one frees one’s self of the chains that shackle the spirit.46 

 
 The New Orleans style cornet/trumpet player should tackle the challenge of playing the 

lead within a creative mission. The lead player must find many inventive ways to swing the 

melody, just as a public speaker might use tone of voice, body language, perspective, and 

embellishment to convey certain thoughts. Effective teachers parallel this prerogative, as they are 

a crafty lot using hoards of analogous scenarios to disseminate a concept to a student. Certainly a 

high degree of creativity is needed to state the same idea in a multitude of fashions within any 

given stylistic model.  

                                                 
45 Leigh, Appendix II, 163.  

 
46 Igor Stravinsky, Poetics of Music: in the Form of Six Lessons, English translation by Arthur Knodel and 

Ingolf Dahl (Cambridge, Massachusetts: Harvard University Press, 1970), 87. 
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 One of the distinguishing features between ragtime and jazz is theme and variation. All 

jazz has an inherent developmental quality, one that leads from subtle embellishment to fully-

conceived and independently-executed improvisation. The New Orleans ensemble lead is best 

when modeled upon theme and variation—an approach that allows the ensemble to build and 

develop.47  Examples of embellishing and developing the lead through theme and variation are 

represented in the anthology recording of Bugle Boy March. 

 

Track 14: Bugle Boy March 1st strain – Theme and Variation  

 

Example 1 Theme and Variation: 1st strain comparison 

  

                                                 
47 On February 16, 2006, the theme and variation concept of playing the lead was discussed at great length 

during a telephone conversation with New Orleans style specialist and multi-instrumentalist Clint Baker.  
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Begin by listening to track 14 in the recording anthology and focusing on the first strain 

of Bugle Boy March. As transcribed in Example 1, the top staff shows the original melody from 

Francis Myers’ American Soldier with the first and second passes of the identical strain in Bugle 

Boy March directly below for a better comparison. The first pass of Bugle Boy shows a clearly-

stated lead that is relatively true to Myers’ original melody. The second pass has a few more 

subtle embellishments and syncopations. The pattern of theme and variation is present but far 

from adventuresome. This trend is consistent with the New Orleans style philosophy of playing a 

“straight” lead; a skill especially important during the first chorus of a tune so that everyone in 

the band is certain how he should contribute. 

 Track 15 presents the second strain of Bugle Boy transcribed in Example 2. Again, 

Myers’ original cornet melody is in the top staff with both passes of Bugle Boy beneath. The 

initial statement of the lead is quite similar to the printed part, but with some minor melodic and 

rhythmic differences. Notice the second pass of Bugle Boy. Here in mm.3-4, the lead is slightly 

embellished from its statement in the first pass. The pick-up notes to the second phrase in 

measure 5 are again embellished. More rhythmic activity fills the same pitch sequence in mm. 6-

7. The pick-up to measure 10 is embellished by more syncopation and a bend with more 

rhythmic action in mm. 10-11 as with mm. 6-7. Almost identical material is presented in mm. 

12-15 in both passes, yet here they sound very different. The “raspy, semi-growl” timbral change 

on the second pass causes these two nearly-identical sequences to each have a unique statement. 

The last comparison again shows that, just as in natural spoken conversation, subtle elements 

such as tone of voice or inflection can drastically affect meaning and perception. 
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Track 15: Bugle Boy March 2nd strain – Theme and Variation  
 
 

Example 2 Theme and Variation: 2nd strain comparison 

 

 

 The trio (Ex. 3) follows an identical format of the previous two examples and can be 

found on Track 16 of the recording anthology. The initial statement of the lead is fairly similar to 

the original melody with slightly more rhythmic embellishment than previous strains, and with 

more of a “leaning” character via the frequent use of blues inflection. The concept of theme and 

variation in playing the lead is clearly evident in this final comparison in the trio section of the 

march. The pick-ups have been syncopated upon the second pass, as well as a rhythmic filling of 

the pitch sequence in mm. 2-3. The fourth measure shows embellishment with the squeeze and 

diminution of the rhythmical values for D moving down to B-flat. Upon the second pass in  
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Track 16: Bugle Boy March Trio – Theme and Variation  
 

Example 3 Theme and Variation: Trio comparison 
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measure 5, the expected down-beat from both the original and first pass has been syncopated and 

anticipated with a growl leading to more complex rhythmic figures in mm. 6-7. Frequent 

rhythmic activity, shakes, and blues inflections all embellish the second pass.  

Even within the second pass, theme and variation has occurred. Notice the pick-ups in the 

first measure, and then again in measure 17; also note the distinct variation in mm. 3 and 19. 

These minute differences are really a manifestation of antecedence and consequence within a 

single voice. The pattern in the third measure is simpler because of the heightened rhythmic 

activity in the previous measure, just as measure 19 has the more agitated figure due to the 

simplicity in measure 18. The ideas of embellishment, and theme and variation, all fit into the 

established model of listening and responding, and thereby creating an aesthetic of balance in the 

phrasing. It is the manner in which the conversation develops that causes the specificity of the 

variation in the lead. 

 Though the importance of a clearly stated lead, and its development through theme and 

variation, has been amply addressed, the novice cornet or trumpet player still needs some clarity 

in direction to adequately perform the lead role in the New Orleans style. As mentioned earlier, 

in the opening chorus of a song, the lead must be stated with authority and conviction, instilling 

confidence, correct style, and tempo for band members and dancers alike. Clint Baker described 

this approach as the “Bunk Principle”48—play the melody very straight the first time through at a 

medium to medium loud dynamic, essentially “Loud and Proud.”49 Thoughts by historical 

trumpet artist Punch Miller on a correct lead in the first chorus are: 

If somebody announce you and says you’re gonna play Sister Kate, well, 
play Sister Kate, play it, and let the people understand it. Then after that, you can 

                                                 
48 The term “Bunk Principle” is referential to the manner in which Willie “Bunk” Johnson approached 

playing the lead in the New Orleans style. 
 
49 Baker, February 16, 2006. 
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get off and do what you want, sing or do what you want, as long as they know 
you’re playing Sister Kate. But if you come out and they say play Sister Kate and 
you scat “progressive” style, well, they don’t know what you’re playing.50 
 
In tandem with theme and variation and the concept of building the ensemble is a lead 

that allows the momentum of the conversation to develop. If the band’s goal is a true New 

Orleans style, the focus of the band should be the ensemble build. (Klippert’s statement about 

leading the conversational process to the brink of pandemonium seems quite appropriate here.51) 

When adhering to such ensemble principles, the lead player should never take one chorus in and 

then move to solos; this gives the ensemble no chance to develop. Baker stated that he almost 

always “stomps in” three choruses of the tune, maybe even four if the rhythm is good.52 

 When the cornet or trumpet player has to develop the lead and the conversational process 

throughout many choruses of the tune, it is critical that he have a strong familiarity with the 

melodic content.53 This might seem obvious, but in reality, many young players struggle with 

learning the correct melody. I recall my own turmoil while developing as a young cornet player. 

I had limited access to sheet music and, when listening to recordings, my unfamiliarity with the 

style left me unable to accurately hear the melody within standard embellishment practices. I 

found the best advice coming from John Pacine (then, a pianist with the Cakewalkin’ Jass Band 

of Toledo, Ohio) who told me to “learn to the words to every tune you play.” I worked feverishly 

to learn the words to as many songs as possible; and I even discovered words to tunes that I 

thought had none. I specifically remember hearing a live performance when cornetist Chris Tyle 

                                                 
50 Russell, 169. 
 
51 Klippert, January 2005. 
 
52 Baker, February 16, 2006. 

 
53 In the surveys listed in Appendix II, question nine states: How do you recommend a young 

trumpeter/cornetist learn to play a good lead? To learn the melody should he consult the canon of recorded jazz or 
find the sheet music? What should s/he do if they differ? Is there room for variation, and if so, how much?  
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sang the words to the Leon Roppolo, Paul Mares, “Jelly Roll” Morton composition Milenburg 

Joys. Ever since, I have found myself playing that particular melody differently, thus allowing 

me to swing a band on Milenburg in ways that had previously eluded me. If the young player 

uses the aid of the words in the theme and variation approach of playing the lead, then he can 

think and hear these embellishments vocally in his inner ear. The result will surely be a more 

coherent and vocally-based lead that fosters comprehension amidst performer and listener. Take 

Louis Armstrong as an example of this approach. When listening to any recording where he both 

sings or scats and plays the trumpet, he plays like he sings, and he sings like he plays. 

 In addition to using the words to help foster an accurate melody when playing the lead, is 

the necessity to bring out the subtle nuances within a unique melody. In my younger days of 

playing the cornet in a New Orleans style band, I found harmony to be a particular strength 

within my aural skills. I could often identify the chords to a song before I figured out the exact 

contour of its melody. This led me to “faking” the lead while being at the mercy of the band’s 

chord book. I would have to look down at the chord book on the stage floor and observe what 

was going to happen next. In seeking out the criticism of my “Dixieland Elders” I discovered 

that even though my lead was authoritative, it was at best only a modest approximation of the 

melody. The result was a generic lead devoid of subtlety and filled with monotony. After a 

conscious effort to change and focus on melody, I have noticed a greater freedom in my ability to 

play the lead. (Stravinsky’s credo has proved quite true in my own experiences.54) Now, while I 

am fully aware of linear arpeggios, I rarely find myself thinking of the chords. My harmonization 

occurs melodically and is led by the ear, not by any “tricks” learned in music theory classes. 

Because of the absorption of stylistic melodic patterns, my harmonization, in polyphonic fashion, 

now comes naturally with a complete awareness of the melody. 
                                                 

54 Stravinsky, Ibid. 
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 When You and I Were Young, Maggie55 comes to mind as one of those unique and 

beautiful melodies that often gets glossed over in a generic fashion by many cornet and trumpet 

players. The melody, form, and harmonic progression are all deceptively simple, and therefore 

subject to a casual treatment as a player’s technical ability and stylistic comfort develop. While I 

believe both melodic and harmonic embellishments are acceptable features in the New Orleans 

style, I urge the young player to always stay true to the original melody.  

To that end, I offer a homework assignment to the aspiring cornet or trumpet player. 

Within in the first few years of your study of New Orleans style jazz, be sure to learn a vast 

number of melodies including When You and I Were Young, Maggie. After some time has 

passed, return to this document and carefully look at the original melody to Maggie.56 Notice 

how you might have fallen prey to cliché and generic treatments of melody, and studiously re-

learn this song and every other melody in your repertory.57 In the fashion of Bunk Johnson, let 

the unique melodic features in every song give you the freedom to embellish and swing your lead 

voice with authority for the betterment of the band.  

An accurate understanding of the melody is the best starting point for any embellishment 

on the lead; however, it is the misunderstanding of embellishment that can lead to a collapse of 

the conversational process. When recalling an impromptu session with the New Orleans Ragtime 

                                                 
55 When You and I Were Young, Maggie was originally written as a poem by George W. Johnson and 

published in a book of his poetry entitled Maple Leaves. Johnson, a schoolteacher from Hamilton, Ontario, married 
Margaret (Maggie) Clarke who, less than a year later, died of tuberculosis in 1865. Englishman James A. Butterfield 
started a publishing house in Indianapolis and set Johnson’s poem to music in 1866; the song soon became a popular 
sensation. In 1922, popular songsters Jack Frost and Jimmy McHugh re-wrote Maggie with a “bluesy” obbligato 
over the original melody (which is labeled as a counter-melody in the 1922 version), titling the work: When You and 
I Were Young, Maggie Blues. 
 

56 The original sheet music to Maggie has been included as Example 1 in Appendix III. 
 

57 From the pedagogical perspective, I have found that effective students re-learn the same paramount 
concepts over and over again, each time with greater depth and understanding. 
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Orchestra58 in the lobby of a hotel in Ascona, Switzerland, Charlie DeVore described the essence 

of embellishment upon hearing the NORO’s trumpet player, the great Lionel Ferbos.59 As 

DeVore was sitting in on a few numbers (namely, Joplin’s Elite Syncopations), he noticed that 

Ferbos had a certain lilt to his attacks and was “putting things in not written down.” DeVore also 

noted that these embellishments did not interfere with the structure.60 Therefore, the 

embellishment of the lead must adhere to the established structure of musical conversation in 

order to propel the exchange rather than inhibit it. With a vigorous and youthful enthusiasm 

abundant in the novice cornet or trumpet player, what specific recommendations can he take to 

focus his playing? 

 Since the art of ensemble in New Orleans style jazz lies in the interactive quality of 

conversation, it is imperative that the cornet or trumpet player construct a lead voice that sets up 

these moments of call and response. If you look carefully at the surveys in Appendix II, you will 

find frequent references citing the need for the lead to leave spaces or gaps for the other 

instruments. Clint Baker offered some helpful insights and methods for facilitating this process. 

He emphasized the importance of leaving “big spaces” for the other instruments. The phrase “big 

spaces” is carefully chosen because it should ignite a realization for the cornet or trumpet player 

that the other instruments need time to respond. Exercising a little patience goes a long way in 

establishing comprehensibility in the conversational process. In the effort to allow the other 

instruments to adequately comment, Baker also suggests to “dove-tail your lead to fit with the 

other voices.” Therefore, Baker recommends that the player physically take the horn away from 

                                                 
58 The New Orleans Ragtime Orchestra was led by Lars Edegran and played from period arrangements of 

ragtime, blues, and other early jazz selections. Archivist Bill Russell was also a violinist in this ensemble. 
 

59 Ferbos, born in New Orleans in 1911, has been a steady performer on the city’s musical scene for close 
to a century.  

 
60 Comments excerpted from a telephone conversation with Charlie DeVore on January 24, 2006. 
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the face and keep the lead as minimal as possible. In particular, the suggestion to take the horn 

away from the face is important as it provides a visual cue to the rest of the band, “Please 

respond.” Through such approaches, the cornet or trumpet player has to moderate and inspire this 

conversation and be more concerned with what is happening in the band than with any personal 

agenda when playing the lead.61 

 The quest to play an artful ensemble lead should be at the core of the cornet or trumpet 

player’s goals. Klippert recalled that Jim Borkenhagen, cornetist with the Zenith Jazz Band, was 

a “master of playing only the notes he needed to play, nothing more!”62 Personally, I have found 

it quite challenging to develop this aspect of my own playing. In the early years of my study, I 

was playing in a New Orleans band with a group of other novice college-aged musicians. We 

were learning together—learning how to play, and in some cases, how not to play in the style. 

Because I was aware of the polyphonic call and response nature of the music, and because I had 

the technical ability, I found myself filling in those gaps in my own lead. When my peers hadn’t 

developed the intuition to converse, I unconsciously took over their roles in the conversational 

process. As they became more comfortable in the style and began contributing properly, the 

polyphonic texture in the band became very cluttered and unorganized as I had not changed my 

approach to playing the lead. It was not until I began to seek out the help of those experienced 

jazz players in my community that I realized how I was actually hindering the music I was so 

desperate to promote. 

 Knowing that the psychology of humankind creates “creatures of habit,” it is imperative 

that the young cornet or trumpet player correctly begin the learning process from the 

conversational perspective. Through my own faulty learning model, I developed many bad habits 

                                                 
61 Baker, February 26, 2006.  

 
62 Klippert, August 29, 2005. 
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in playing the lead. It has been a continuous struggle for me, and is only overcome by absorbing 

the style of musical interaction through arduously listening and performing with other musicians. 

 Listening, listening, and more listening is the surest way to discover the joys of the New 

Orleans style, and as with all forms of learning, establishing a good model is the first step. While 

there are almost countless trumpet and cornet players who have recorded throughout history, the 

wise student looks for that unique model to whom he can relate and from whom he can learn. I 

found it difficult to choose a consistent model when playing the lead. At first, I developed into a 

sort of copycat. Specifically, I recall sounding like two completely different cornet players on a 

gig one evening. During the band’s set, we played Big Butter and Egg Man and Black Cat on a 

Fence consecutively. For Big Butter and Egg Man, I emulated the famous Armstrong model and 

by the next tune, Black Cat on a Fence, I sounded nearly like Frank Ward, the cornetist on the 

Cakewalkin’ Jass Band recording from which I had learned the tune. My playing style exhibited 

a definite polarity and my approach was surely one of emulating rather than absorbing. The 

beginner has to listen to many great players and figure out what they all have in common to 

develop a unique style in playing the lead. 

 Louis Armstrong, the supreme model of genius within the New Orleans style, should 

always remain at the forefront of any aspiring New Orleans stylist’s studies. However, the 

beginner may have difficulty starting with the Armstrong model because he is so progressive. It 

is also important to distinguish who are good solo models versus good ensemble models.63 I 

believe that young players should start with the great ensemble models within the canon of 

recorded jazz. Just a few that have helped me discover how to better play the lead are King 

                                                 
63 In Appendix II, questions 23 and 24 in the survey deal with establishing good solo and ensemble models 

on trumpet and cornet. 
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Oliver, George Mitchell (New Orleans Wanderers, et al.), “Papa” Mutt Carey and Alvin Alcorn 

(Ory’s Creole Jazz Band), and of course the great Bunk Johnson. 

 Lastly, I suggest to the beginner that he engage in a special study of King Oliver. I 

believe that you can only really understand what Armstrong accomplished by first listening 

carefully to Oliver’s style of playing. His directness, swing, attack, tone, and plaintive blues feel 

all tell the story of true New Orleans style. Special attention should be given to the recordings of 

King Oliver’s Creole Jazz Band from April to December of 1923.64 Johnny Wiggs, a New 

Orleans cornetist who frequently heard Oliver in his youth stated, “The only record that gives 

some idea of how Joe sounded was the one he made with Butterbeans and Susie—Construction 

Gang and Kiss Me Sweet. Joe’s playing behind the singers and that gives some idea of how he 

sounded.”65 In addition to the 1924 recordings mentioned by Wiggs, I also recommend two sides 

from that same year, King Porter Stomp and Tom Cat recorded as a duet with King Oliver and 

Jelly Roll Morton.66 

 

 

 

 

 

 

 
                                                 

64 In 1996, the complete collection of the Creole Jazz Band was issued on compact disc under the Retrieval 
label, RTR 79007 JAZZ. The selections have been digitally re-mastered by John R.T. Davies and provide the best 
fidelity to date. 

 
65 Russell, 163. 

 
66 The Butterbeans and Susie sides, and Oliver and Morton duets are also included in the Retrieval issue. 
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 Though the New Orleans style is immediately identifiable upon listening, prose 

descriptions of the style can vastly differ depending on individual perspective and experience. 

The greater question arises: “Is it possible to actually describe any musical style?” Jim Leigh 

offered some thought-provoking commentary: 

It took me some years to accept it, but I think there is no good reason to 
expect that exact verbal descriptions of phenomena in non-verbal arts—music and 
painting, say—even exist.  Jazz criticism and the sort of occasional prose found 
on CD liners ought to demonstrate this beyond disbelief. I've been reading and 
writing and teaching English most of my life and I'm convinced. This isn't to say 
we shouldn't keep trying.67 

 
While success is never guaranteed in educational endeavors, I believe such a prose description of 

New Orleans style jazz should be attempted. The key element in disseminating a concept to a 

student is finding for him some relative experience. If a student can draw upon a familiar 

relationship, then he might be able to understand a concept via a type of parallel experience. 

 For me, this comparative journey began when I was given the best stylistic advice I have 

ever encountered. Clarinetist Raymond Heitger once told me: “All New Orleans jazz has got to 

swing; and it’s got to have the blues.”68 This simple phrase struck me like a bolt of lightening 

and revolutionized the way I perceived the music. Not only did it give me focus for playing in 

the New Orleans style, but it also gave me a global sense of direction that has allowed me to 

cross over into a number of jazz styles from Bebop, and Swing, to Afro-Cuban, and Latin-

American jazz. The seemingly endless propulsion of the beat and the feeling of blues are features 

that, in my mind, are essential ingredients in all jazz styles. To understand these nuances of the 

                                                 
67 Leigh, Appendix II, 164.  

 
68 Heitger is clarinetist and leader of the Cakewalkin’ Jass Band in Toledo, Ohio. He is also the clarinetist 

on the anthology recordings of Bugle Boy March and What Ya Want Me To Do? We spent many sessions discussing 
New Orleans style jazz at his house in Toledo during the summer of 2000. 
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New Orleans style, the type of beat or swing will be described, as will the use of blues69 feeling. 

In addition, the term “hot” has historically been used to describe the New Orleans style, i.e. 

Armstrong’s Hot Five and Hot Seven. Therefore, a description of playing hot70 will also be 

attempted. 

 What is swing? In Early Jazz, Schuller goes into great lengths to define the elements and 

origins of swing.71 He amply discusses the shifting of weight on different parts of the beat, the 

emphasis on beats two and four, and the relationship to African drumming and clapping patterns. 

However, though his analysis is very detailed and accurate, the student will surely have great 

difficulty comprehending because Schuller has made meticulous and complex that which could 

be explained simply. In Schuller’s defense, his approach leaves no room for question as his 

analysis is accurate; unfortunately he relies too heavily on notation to explain swing. I believe 

that it is impossible to actually notate swing. It is a feeling; it is an inner experience that is 

different for everyone—and to many, it is a mystery. However, I do believe that you can describe 

it, and what it does to you, and how it makes you feel. Though entirely subjective, I am confident 

that listening, describing, and comparing will help identify the propulsive beat of swing. 

 The steady beat of New Orleans style swing is a bouncing pulse that makes you want to 

get up and dance. When I was younger, as I was looking for other musicians to introduce to the 

style, I often played some music for them first to see if they were interested—as a sort of semi-

audition. If his foot started relentlessly tapping or the body moved while absorbing the 

enthusiasm of the beat, then he was in the band! When you listen to the New Orleans style 
                                                 

69 In addition to being a musical form, blues, like swing, is both a style and a genre. All three of these 
contexts find their way into the New Orleans style. For purposes of this document, the blues will mostly be referred 
to as a stylistic occurrence, as in “You can really hear the blues in his/her playing.” 
 

70 In Appendix II, survey question 25 states: Does the New Orleans style trumpeter always have to play 
hot? 
 

71 Schuller, 6-26. 
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swing, that beat completely engrosses you and charges you with rhythm. Bert Thompson wrote, 

“To me, when a band swings, I respond with my whole being—body and soul.  I might get up 

and dance, or at least want to.  I am simply captivated totally by what I am hearing and what it is 

doing to me.”72 

 That “irresistible beat”73 as described by Russell spreads to the members of the band and 

to the dancers alike. King Oliver supposedly told Louis Armstrong that you have to play with 

such a volume so you can always hear the dancers’ feet.74 In the New Orleans jazz band 

“everybody stomps the beat; everybody is part of the rhythm section.”75 Hal Smith described 

swing as a kind of buoyancy or lift where everybody moves in the same musical direction,76 

while Jack Vincken stated, “The best way to describe it, is everybody in the band plays exactly 

the same rhythm, on top of the beat. Nobody is dragging and you all listen to each other to get it 

together. You will feel when it starts to swing and it is like the whole stage will start floating.”77 

 In the beat of New Orleans swing, there is a rhythmic banter between the pulse and the 

overlying syncopations. It is this bounce or elasticity between forces that causes the sensation of 

a propulsive beat. Take Tchaikovsky or Shostakovich as great examples of an accented 

rebounding style of syncopation. Both offer an approach where the syncopation snaps against the 

pulse almost creating a sense of whiplash for the listener. Brahms, on the other hand, who also 

frequents much syncopation in his writing style, creates ambiguity in the tactus so the listener 

                                                 
72 Thompson, Appendix II, 197. 

 
73 Russell, Ibid. 

 
74 Paraphrased from a comment by Tony Pringle, January 2006. 

 
75 DeVore, January 2006. Also similar comments have been made by Jim Leigh and Hal Smith. Appendix 

II, 164, 191. 
 

76 Smith, Appendix II, 194. 
 

77 Vincken, Appendix II, 206. 
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isn’t sure which forces are competing against each other. DeVore stated, “[There is a] supple 

rhythmic quality; the horns float above that—not on the beat. It creates excitement.”78 

Everyone’s rhythm in the New Orleans style bounces off of the steady, swinging beat. 

 When I first received Heitger’s advice about swing, I actually made the stylistic 

connection not through an example of New Orleans style jazz but rather from a later model, the 

Count Basie Orchestra. I find it very interesting that other New Orleans stylists have 

independently made the same connection. Gerry Green stated, “Count Basie’s rhythm section 

was probably the most swinging ever—but it’s not N.O. Style music.”79 Leigh’s thoughts on 

Basie elaborate even more, “For quite a few years I have been happy using the Count Basie 

rhythm section (Basie, Walter Page, Freddie Green, and Jo Jones) as my own ground zero 

example.  If they didn't swing, then I don't know who did, or does.  Interestingly (to me) the Kid 

Ory rhythm section circa 1945 bears a lot of resemblance in overall sound. (Buster Wilson, Ed 

Garland, Bud Scott, and Minor Hall.)”80  

 As for the Basie model, I remember the specific moment and example that cleared up the 

“mystery” of swing. I recalled hearing Ella Fitzgerald sing Shiny Stockings with the Count Basie 

Orchestra. The charts were written for Fitzgerald by Quincy Jones and recorded/released in 1963 

on the Verve Records label. I immediately went back and listened carefully to this recording. 

Basically, the greatest discovery I made was hearing what happened to the energy of a note 

following its attack (an energized sustain) in both the ensemble and soloist—for their stylistic 

approaches were homogeneous. After the attack of any given note or chord, the sound did not 

decay as it does in most classical music or other European styles. Rather, the elasticity of a note 

                                                 
78 DeVore, Ibid. 

 
79 Green, Appendix II, 155. 
 
80 Leigh, Appendix II, 164. 
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stretched upon the attack and snapped back, all while happening over a steady beat. It seemed as 

if the energy and propulsion of the “vowel” sounds were equally as important as the articulation. 

 Upon making this connection between swing and Basie’s style, I began to hear the swing 

in those period New Orleans recordings. Previous to the swing discovery, somehow I was only 

superfluously listening to the New Orleans beat. Afterward, the intensity and irresistibility of that 

beat was impossible to ignore. New Orleans style bassist Mike Duffy said that, “It’s about 

staying in touch with [the] ‘Mother Throb!’”81 I became captivated with the sound and feeling of 

the beat of King Oliver’s Creole Jazz Band and Armstrong’s Hot Five and Hot Seven. While I 

had always been impressed with these ensembles for their outstanding repertoire, virtuosity, 

creativity, and sophisticated musical exchanges, now it was the beat that grabbed me by the ears 

and preoccupied my imagination (and uncontrollable dancing feet) with that infectious rhythm. 

 During the days of my pre-swing discovery, I was diligent about learning repertory and 

finding those unique tunes that no other band played. An insatiable curiosity caused me to dive 

into the bowels of obscurity just to familiarize myself with some selection that had some 

nonstandard chord progression, odd musical form, or element of novelty that, to me at that time, 

was the sure sign of sophistication. I rarely paid much attention to the contour and uniqueness of 

a melody and could hardly understand why so many of the experienced New Orleans stylists in 

my community enjoyed playing all of those old blues tunes. In my youth, I thought the blues 

were rather boring, except for those novelty blues tunes like Chinese Blues82 or The Blues My 

Naughtie Sweetie Gives To Me, which are far from blues in form and stylistic content. 

                                                 
81 Green, Appendix II, 153. 

 
82 Chinese Blues is a 1915 composition with lyrics by Fred D. Moore and music by Oscar Gardner. The 

work was later included, as a blues song, in the 1926 publication A Treasury of the Blues, edited by W.C. Handy 
with historical and critical text by Abbe Niles. Chinese Blues also represents the movement of exoticism fashionable 
at the end of the nineteenth and beginning of the twentieth centuries. The trend is apparent in classical music as in 
Rimsky-Korsakov’s Scheherezade or Puccini’s Madame Butterfly. In popular song, titles such as I Wish That I’d 
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 In my early study, I distinctly remember looking for recordings to purchase just for their 

listed repertory; however, I did not seek out a body or collection of a given stylist or ensemble. 

Being more interested in repertory and historical anecdotes left me neglecting clear stylistic 

models and goals. When finding a recording in which I supposedly found merit, I was always 

annoyed about having to skip past those blues tracks which seemed so mundane. But after the 

profound discovery of swing, suddenly I was enthralled with the New Orleans beat. A specific 

moment stands out in my memory when I heard the music differently. After the realization of 

swing, I heard a recording of Careless Love, a W.C. Handy blues publication.83 I was totally 

absorbed in the beat and the relentless direction of the rhythm. The feel of the rhythm captivated 

me; the resulting mental focus and complete immersion in the rhythm is what made the time 

seem to pass in an instant. It was now anything but boring! 

 Because swing is something you feel, I believe that it should be analogously illustrated 

by describing its feel. Most who have tried to comprehend jazz styles are aware of the triplet 

nature of the subdivision of the beat and the emphasis on beats two and four (in a standard four-

beat swing). However, it is the directional feeling of momentum in that triply-divided, after-

beat84 pulse that provides the link in describing swing. Some of the over-arching concepts in 

analogous presentations of swing are the physical notion or action of swinging, the feeling of 

acceleration, and the idea of bouncing or rebounding. 

                                                                                                                                                             
Been Born In Borneo, Down In Bom-Bombay (representing the South Pacific and India), Japanese Sandman, 
Chinatown, My Chinatown (representing the Orient), Hindustan, The Sheik of Araby (representing the Middle East), 
Yaaka Hula Hickey Dula (representing Hawaii), and even Scott Joplin’s Solace (A Mexican Serenade) manifest the 
cultural fascination with all things exotic during this period. 
 

83 W.C. Handy published a version of Careless Love in 1921, however it is commonly accepted that the 
song may have originated from an Appalachian folk blues. In a note in Early Jazz, Schuller states “many of the 
blues Handy used to write down and publish [are] hardly attributable to any one single composer.” Schuller, 137. 
 

84 The terms after-beat and back-beat both refer to accents on beats two and four. 
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 When I try to teach students what it feels like to swing while playing music, I often ask 

them to imagine they are tangibly swinging something. Simply put, experiencing the physical 

sensations of swinging requires a counterweight to be placed at the end of the moving rope. The 

orbiting counterweight will exert a centrifugal force (a force where the object will want to move 

away from the center) while the person swinging the rope will be exerting a force trying to pull 

the counterweight toward the center of rotation. The result is a propulsive rotation that creates 

energy as the opposing forces encounter each other. 

For example, go get a five foot length of rope and tie one end through the index finger 

hole of a baseball glove. Any number of counterweights could be attempted, but a baseball glove 

should produce the correct “feel;” a bag of sand might be just as effective. Set the metronome to 

112 beats per minute, and put it on triplet subdivisions, if possible. Also try to program the 

metronome to accent every other beat as to establish the back-beat. Stand with your feet apart, 

just past shoulder width, and hold the free end of the rope in your left hand at your left hip. (At 

this point be sure to have securely tied the knot—after all, safety first.) Take your right hand and 

grasp the rope two feet from its base and start to swing the remainder of the rope with the glove 

at the end. The rope should swing at precisely the same rotations per minute as the metronome 

pulse, otherwise it will not swing (musically). Give the swing a little extra physical exertion on 

the after-beats and try and sing the melody to Make Me a Pallet on the Floor, or any simple 

melody that swings and fits well into this tempo. Let the rhythm of your melody fall into the 

rotations of the swing. 

 You should notice some interesting physical sensations. The triplet feel seems to 

accelerate and whip around as does the rope upon each rotation synchronized with the 

metronome. Firmly grounded by the wide stance, you should feel a surging or rocking sensation, 
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mostly in the abdomen, that torques throughout the entire body as the counterweight exerts the 

centrifugal force from the rotational swing. Let yourself then feel (from your middle not just 

from the extremities) the weight and energy of the subdivisions not on the beat.85 It is critical that 

the rope swing exactly with the metronome. The synchronization must be perfect or else you will 

not feel the steady propulsion of the beat. If you have difficulty and are interested in disciplining 

yourself to maintain a steady rotation, use a small bucket instead of the baseball glove. Fill it up 

with water and you will learn very quickly how to do this correctly, for only a steady rotation 

will keep the water in the bucket. (Consider wearing your raincoat upon the first attempt.)  

Finally, try swinging the rope to a recording. I recommend the 1954 recording of Kid 

Ory’s Savoy Blues86 which is roughly 112 beats per minute. As you fall into the steady swinging 

beat, notice how the horns are playing as their resulting syncopations bounce off of the rotational 

pulse. Also, the rotational swing will apply to any tempo; but the rope must always remain taut. 

If you want to explore the sensation at faster tempi, consider a smaller, shorter rope with a lighter 

counter weight. This concept is interesting because good jazz bands swing the best at fast tempi 

when the beat is not too heavy. Therefore the rope length and varying counter weight can create 

an accurate swinging parallel.87 

 Acceleration is the next concept in experiencing swing through an analogous context. 

Over the years, I have encountered jazz players who have described the swinging beat as being 

oval shaped not circular. What I believe they mean by this is that there is a feeling of 

                                                 
85 In the some music counting systems, the triplet is phonetically divided into the following syllables: 1 – la 

– le, 2 – la – le, etc. It is the “la” and “le” that have the propulsive energy felt in the abdomen. 
 
86 Ory recorded this version of Savoy Blues in December of 1954. It has been re-released on compact disc 

under the Good Time Jazz Records label (GTJCD-12008-2), 1992. 
 

87 If you want a slightly faster model of this swing, the June 27, 1950 Kid Ory recording of Savoy Blues is 
played at approximately 130 beats per minute. This recording has been re-released on compact disc under the 
Classics Records label (Classics 1183), 2001. 
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acceleration to the beat; or that there is a repeating pattern of acceleration and deceleration 

within an elliptical-shaped rotation. Perhaps a better way to describe it is a feeling of 

gravitational force, or G-force as one would experience on a roller coaster. Imagine you are 

driving an automobile around a curve in the road and you decide not to decelerate, but rather 

maintain the same speed. Upon rotating in the curve at the constant speed you would feel a pull 

or a G-force exerted upon you. The feeling is a sensation that comes from the torso and extends 

throughout your entire person. Another parallel is walking a dog on a leash. Image the canine has 

spotted a squirrel and has started to chase after the poor creature. As you reign in the pet by the 

leash, you will surely feel a torque from your torso while trying to reconcile opposing forces. 

Sometimes this feeling of acceleration has an elastic quality. Often I will tell a student to imagine 

he is pulling back a thick rubber band on beats one and three; the band will snap back on the 

after beats. This acceleration creates the feeling of moving through the beat that causes the 

energized feeling of the back beat. I also find this elasticity in the press roll patterns frequently 

used by New Orleans style drummers. 

 Another acceleration analogy that can help describe swing exploits the rhythm found in 

the first riff chorus of Savoy Blues. (Ex.1) To feel the acceleration within the swing of this riff  

 

Example 1 Savoy Blues – First riff chorus (melody) 
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pattern, the student can imagine he is lifting a bucket of rocks. Upon the syncopation off of beat 

three, lift up the bucket and on the downbeat set it down in front of you about two feet from 

where you began. The lift and the reset occur precisely with the indicated rhythm. Surely he will 

feel the G-force, the acceleration that drives the bucket (or musically, the syncopation) to the 

reset (or downbeat). Again, the student will notice the internal opposition of forces with the 

feeling in the abdomen—tension and release. 

 The final analogous concept to describe swing is the notion of bounce or rebound. New 

Orleans players have long referred to the bounce of the swinging beat. Many tunes have used the 

term within their titles to describe this phenomenon: Armand Piron’s Bouncing Around, Johnny 

Wiggs’ Bourbon Street Bounce, and Barney Bigard’s Barney’s Bounce. When something 

bounces, it begins with an initial momentum that rebounds upon surface contact and energizes 

the upward motion. During a gig, I once commented to Hal Smith that I thoroughly enjoyed his 

playing because he really bounces the band when he plays drums. He in turn responded that he 

always thinks “up” with his drum sticks;88 for it creates this light, propulsive, bouncing beat that 

drives a band into that infectious New Orleans style swing.  

  I have often described this occurrence to students by drawing an analogy to basketball. 

One of the first elements in learning to play basketball is the task of dribbling. The young athlete 

needs to coordinate himself to bounce and rebound the ball in repetitive fashion in order to move 

the ball down the court while maintaining possession of it. The timing and rhythm of the dribble 

must first be learned in a stationary position before he can begin to practice dribbling and 

running down the court. The student should try out this parallel to experience the bounce of the 

New Orleans beat. Even try dribbling to the beat of a recording—Savoy Blues would again serve 

the purpose. The ball needs to hit the floor on every beat, timed clearly and accurately as was the 
                                                 

88 Hal Smith, Arizona Classic Jazz Festival, Chandler, AZ, November, 2006. 
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swinging rope analogy. The student will surely notice how there is a momentum that needs to be 

exerted before each beat so the ball hits perfectly in time. Again, the student should realize that 

the resultant sensation engages the whole body in the feeling of the rhythm, as well as the 

acceleration and deceleration of momentum created by the bounce.  

 To better understand the power of the bouncing beat of the New Orleans style, a model 

from the canon of recorded jazz should be identified. While there are a great many recordings 

that can serve as good models of this bounce within the New Orleans beat, I prefer Mobile 

Stomp89 as played in New Orleans by Sam Morgan’s Jazz Band on April 14, 1927.  

 

Track 17: Mobile Stomp – Introduction and 1st chorus excerpt    

 

Listen to Track 17. The tune begins with a four measure bugle call by Morgan before it swings 

into the main melody. After Morgan’s opening, the tune gets off to a bit of a shaky start but 

quickly locks into a steady swing. Pay close attention to Sidney Brown’s bass playing. Brown 

immediately swings the band along on his bass part but doesn’t fully commit until about the 

second measure of the stomp. Between the fifth and six measures of the stomp (after the cornet 

                                                 
 

89 The is some speculation surrounding the relationship between Mobile Stomp and The Waltz You Saved 
for Me. The melodies bear striking similarities, and for some time it has been common acceptance to assume that 
Morgan took the waltz melody, adapted it, swung it in his stomp, and probably named it after Mobile, Alabama 
where the band played parades and Maypoles. The practice of parody was common among New Orleans stylists to 
take popular waltzes and modify them to fit the swinging beat as in the Halfway House Orchestra’s 1925 recording 
of Let Me Call You Sweetheart. However in Morgan’s case, his 1927 recording predates the publication of Wayne 
King’s waltz by three years (1930). In my opinion there are enough differences between the melodies to believe that 
such a relationship between the songs is purely coincidental. To me, an equally plausible connection is that Mobile 
Stomp could actually be a simplified version of the trio to Roland Seitz’s Salutation March, a march originally 
written in compound-duple time. The melodies of these two bear slightly more similarity in my mind than do those 
of the King and Morgan comparison. (Some confusion about the melody to Mobile Stomp is due to improper balance 
issues during the recording because saxophonist Earl Fouche is heard at a substantially higher dynamic, playing a 
heterophonic embellishment of Morgan’s cornet melody.) The practice of taking a band march in swinging it in the 
New Orleans style has already been firmly established. Other interesting coincidences are that both Seitz and 
Morgan begin their works with a cornet introduction in militaristic fashion, and both are in E-flat major. While the 
above is purely conjecture, the occurrence of parody is frequent within the New Orleans style. 
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introduction and approximately eleven seconds into the track), Brown really begins to bounce the 

band with a percussive and swinging slap-bass style. Notice how both Brown on bass and Johnny 

Davis on banjo lay down this rolling self-perpetuating beat. They are exactly together in time, on 

top of the beat, and bouncing the band along to a classic example of New Orleans style swing. 

The intensity of the swing builds to greater heights as the song progresses. 

 Now that you have pondered many analogous feelings for swing and heard the bouncing 

quality of the New Orleans beat, an actual sound comparison of swing should help clarify any 

remaining curiosities about the stylistic occurrence of swing. While I have not been able to 

establish an exact parallel for comparison, the following example should still prove very 

insightful. I have chosen a short excerpt of two selections to be played consecutively. Both are 

approximately the same tempo; both are in E-flat major; both are in the classic Tin Pan Alley 

form; and both are played in full ensemble with functionally identical instrumentation: cornet or 

trumpet, clarinet or alto saxophone, trombone, banjo, piano, tuba or bass, and drums.  

 

Track 18: Comparison – a non-swinging beat as opposed to a swinging New Orleans beat 

 

Listen to track 18 and hear a non-swinging beat; immediately following is that 

“irresistible beat” as described by Bill Russell.90  What makes the comparison of these two 

excerpts effective is that both have a steady (one more so than the other) beat, triple in 

subdivision, with emphasis on beats two and four. Yet, the first example does not swing and the 

second one does. By listening to the first example you will not find the parallel physical 

sensations of swinging the rope, acceleration within the beat, and bouncing or rebounding. In the 

                                                 
90 Russell, Ibid. 
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first example everyone is not on top of the beat, nor are they exactly together. The syncopations 

in the horns do not float on top of a steady, bouncing pulse. The beat is weighted down because 

more focus has been placed on the rhythm of the articulation and not upon the shifting of energy 

during the sustained parts of the beat. The stage is anything but weightless in this version. 

However, in the following excerpt the beat bounces and leads the listener forward. Your foot 

might start tapping and you might just want to get up and dance. There is a momentum to the 

beat, and the horns are rebounding off of the steady, driving pulse. This example clearly has a 

rhythm that could run on endlessly by itself. While the ensemble is rhythmically driving, no 

single person is pushing or pulling the tempo; the ensemble has joined together into the bouncing 

beat just as in the Morgan recording of Mobile Stomp. 

It is important to realize that no analogous approach or method will be successful if the 

student has not, in some fashion or to some degree, absorbed the critical stylistic features of 

swing. I believe that if you have the feel in you, even just a little, it can be cultivated, but it can 

not be taught. Because this music is only learned through absorbing the musical environment, I 

recommend the student totally immerse himself in listening to the New Orleans style. Clint 

Baker said it best, “You have to commune with the music.”91 

The second facet of Heitger’s stylistic advice dealt with the blues. While blues can refer 

to a genre, a musical form, as well as a style or feeling for playing music, nevertheless it is quite 

subjective and therefore difficult to discuss. Like swing, blues is another one of those mysteries 

of jazz that is impossible to define, but you can describe how it feels and how it makes you feel. 

In Early Jazz, Schuller spends some considerable length analyzing the melodic and harmonic 

implications of the blues scale. This information provides the learner with some theoretical 

background (including tetrachordal analyses) but with little essence of the meaning of blues. 
                                                 

91 Baker, Ibid. 



 58

However, I believe Schuller did describe a very important characteristic of the relationship to 

blues in all jazz—timbre.92 

There is a certain tone color and feeling of blues in the New Orleans style. DeVore stated 

that “the tone spreads around the center…that [all New Orleans style jazz] encompasses a blues 

feeling even if it’s not a blues.”93 Because of its total assimilation with the blues style, New 

Orleans jazz has this dark tone to it—a focus on the low notes. The predominance of the bass 

sounds in the drums within the rhythm of a New Orleans jazz band is proof enough of this 

characteristic.94 Often string bass will fit into the sound of the bass drum, and the banjo and/or 

piano will percussively bounce the beat in a lower, tenor register. The Sam Morgan recording of 

Mobile Stomp surely favors the darker timbre, especially from the rhythm instruments. Schuller 

equates this rich sonorous characteristic to African singing.95 

Humphrey Lyttelton, hailed by Louis Armstrong as England’s greatest trumpet player, 

once commented that, “Blues is what is serious in jazz.”96 While there is no official scientific 

tally of the results of the New Orleans style surveys documented in Appendix II, the reader will 

clearly find an overwhelming opinion that the absorption of a blues style and feeling is an 

essential characteristic of the New Orleans style. Leigh commented: “any jazz without a definite 

                                                 
 

92 Schuller, 43-57. 
 

93 DeVore, Ibid. 
 
94 The drumming techniques of Baby Dodds have been archived on recordings (Baby Dodds, American 

Music, AMCD-17, Compact Disc, 1993) and in print (New Orleans Style) through the efforts of preservationist Bill 
Russell. A diligent study of Dodds’ drumming is highly recommended to all students of the New Orleans style. 
 

95 Schuller, 55. 
 
96 Commented by both Leigh, Appendix II, 165, and DeVore, January 2006. 
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and genuine blues component is doomed to a skillful triviality at best.”97 Wiggs went into even 

greater detail about the total immersion of the blues style in the playing of Louis Armstrong: 

Without doubt Louis Armstrong is the greatest trumpet player in jazz. 
Louis has everything, so much physical strength and so much jazz feeling. His 
tone has the best blues feeling I’ve ever heard, even today he still has that 
beautiful blues tone. Everything he plays sounds easy, and that’s the way a New 
Orleans horn should sound, even when playing those high notes in the final 
chorus. His tone is so big that he cuts through the whole band on those final 
choruses. Louis will take a popular piece and if there’s any chance of playing 
some blues in there, that will come out of his horn. A lot of people criticize Louis, 
but it’s no fun driving a coal cart. He’s been up against strictly commercial people 
since he left New Orleans and it’s remarkable that he’s retained what he has. He’s 
still the greatest trumpet player alive”98 

 
 When I was around twelve years old, I was beginning to amass a modest collection of 

recordings in the New Orleans style. I remember being enthralled by a few excellent recordings; 

the best included the famous Dukes of Dixieland. After I had been playing trumpet for three 

years, my parents took me to Tony Packo’s Café in Toledo, Ohio, to hear the Cakewalkin’ Jass 

Band (CJB). This was a band of New Orleans style musicians who had played every weekend 

since 1968 at the local establishment. Upon hearing the band, I was mesmerized. I had never 

heard such “Dixieland” before. The style was very familiar, but the band sounded nothing like 

my recordings. There was a certain spirit to how they played; the tones were dark and full; and 

the drums were like a heartbeat bouncing the band along with this unstoppable swing. My 

parents bought me a record of the band and I promptly went home and began to listen.99 At that 

young age, I knew this band sounded different, but I was not sure why. However, I did know that 

I completely enjoyed their music and that they somehow reminded me of the first two recordings 
                                                 
 

97 Leigh, Appendix II, 165. 
 

98 Russell, 168. 
 
99 Cakewalkin’ Jass Band, For All You Diehards and Lovers of Fine Music, Spittune Records, RR42769, 

1985, LP Record. 
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I ever owned: Louis Armstrong’s Hello, Dolly! album and a recording of jazz vocalist Pearl 

Bailey. 

 A few years later I purchased a recording entitled Saints: Dixieland’s Greatest Hits by 

the New Orleans All-Stars100 because the ensemble had recorded some of the same tunes I 

remembered from my CJB album: Shine, Bourbon Street Parade, and That Da-Da Strain. 

Though these all-stars had amazing virtuosity and high energy in their performance I did not 

enjoy this ensemble nearly as much as the CJB. To me, the CJB played with genuine feeling. 

There was a sobering quality to their style; their music seemed to come right from the heart and 

spoke a sort of truth—a kind of life affirmation. The N.O. All-Stars however, had no collective 

feeling. I thought that if the all-stars played with a different kind of beat and repertory, they 

could almost pass as some type of hybrid-polka band. (n.b. Surely those “all-stars” would have 

given a bad name to polka bands everywhere.) They possessed nothing unique; and in fact, they 

epitomized generic, heartless commercialism. Upon realizing such comparisons, Wiggs’ praise 

of Armstrong’s authenticity becomes all the more profound. After all, commercialism is about 

selling an image to the public, not propagating the truths of humanity. 

     This sobering and dark quality to the tone of the New Orleans style creates a paradox 

of emotion. DeVore stated that there is “a singing quality; an inherent sadness” to this style.101 I 

have found this music to have a mournful yet “terrifically joyous feeling”102 which results in a 

seriousness that is always genuine but never pessimistic. Therefore while the New Orleans style 

                                                 
100 New Orleans All-Stars, Saints: Dixieland’s Greatest Hits, Intersound, CDJ 739, 1994, Compact Disc. 

 
101 DeVore, Ibid. 

 
102 DeVore, Ibid. 
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can at times be robustly exuberant, it is never trite. The “blues IS what is serious in jazz”103 

(Italics and upper case are mine).  

 To that end, this paradoxical feeling in the New Orleans style stems from the paradoxical 

nature of the blues itself. To me, the blues is not about wallowing in despair or self pity. Rather, I 

find the blues to be a celebration of life, a manifestation of optimism, however subtle or candid, 

in the face of adversity. It is about overcoming difficulty through some vicarious relationship to 

the protagonist in a blues verse, or that the despair of someone else’s situation gives you hope 

and the optimism to say, “life could always be worse—I guess I’m doing okay.” In Hughes 

Panassié’s 1942 book The Real Jazz (originally in French) he states about the blues: 

In a certain sense the Negro liberated himself when he sang blues. It has 
been said that the blues were the cry of the black man’s soul under the oppression 
of the whites. Hence the plaintive quality, the often hopeless accent. But let us 
make no mistake; when a Negro sings the blues, it is not to give way to his 
sadness, it is rather to free himself of it. He has far too much optimism and too 
vivid a sense of life to permit himself to do otherwise. That is why the blues, in 
spite of their nostalgic mood, have nothing to do with whining—but rather 
express a confidence, a tonic sense of vitality. The Negro has no time for that 
sentimental, languorous tone which is the scourge of so much music, notably the 
phoney commercialized type of jazz. Furthermore, when the blues are sung in 
rapid rather than slow time, they can assume an even joyful note.104 

 
Perfect examples of liberation, empowerment, and optimism within a paradoxical context 

can be seen in the lyrics of almost any blues verse. We find that sense of optimism through 

hearing of someone else’s troubles in the lyrics to Handy’s famous St. Louis Blues:105 

I hate to see de ev’nin’ sun go down 
I hate to see de ev’nin’ sun go down 
Cause my baby, he done lef dis town 

 
                                                 
 

103 Leigh, Ibid. 
 
104 Hughes Panassié, The Real Jazz, translated by Anne Sorelle Williams, adapted for American publication 

by Charles Edward Smith, New York: Smith & Durrell, Inc., 1942, 8. 
 

105 Handy, A Treasury of the Blues, 71-72.  
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In the next verse, the protagonist foreshadows liberation and empowerment: 
 

Feelin’ tomorrow lak I feel today 
Feelin’ tomorrow lak I feel today 
I’ll pack my trunk Make ma get away. 

 Such feelings of joy fused with sadness are at the crux of the blues style. It also explains 

why, as a kid, I heard the CJB differently from other Dixieland groups that did not really 

incorporate a genuine blues flavor. When a band plays with a sincere blues feeling it should have 

a profound impact, because there is no agenda to create an image; rather, only an honest and 

universal invitation to join in the celebratory nature of this music. There is a definite 

vulnerability in being truthful, and it is this risk that makes the invitation all the more beautiful. 

 While I propose no socio-political connotations, I find an interesting parallel to the blues 

affect in the music of the former Soviet Union. In the music of Soviet composers such as 

Prokofiev, Shostakovich, and Khachaturian, I hear rich, dark timbres predominating—a focus on 

the low notes.106 Also in Soviet music exists this paradox of emotion; a sense of bittersweet irony 

seems to saturate the serious, yet proud quality of the music. Feelings of liberation, 

empowerment, and optimism also coincide with some inherent struggle. Upon comparison, even 

the novice listener will realize that Soviet music sounds nothing like the blues. Such a quandary 

leads us to then attempt to describe some unique musical features that can help identify the blues. 

 A young jazz player who enrolls in a standard course in jazz theory or improvisation is 

guaranteed to encounter the blues scale. Most presentations of this material, in various 

tetrachordal groupings (including Schuller, and Tirro, to name just a few), will somehow utilize a 

lowered third, fifth, and seventh scale degree. Soon, the student may begin trying to play the 

blues using such harmonic and melodic devices, all the while feeling confident of stylistic genius 

                                                 
106 However, it should be noted that Prokofiev had a tendency to register extreme highs against extreme 

lows in the sonorous landscape of his style of orchestration. 
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because he is playing with “blue” notes and most certainly playing the blues—at least that is 

what his teacher has said! If I had to make only one simple statement about the musical attributes 

of blues it would be this: 

The blues is NOT about b 3, b 5, and b 7. The blues is about WEIGHT. 

 
 Leigh commented that blues “is the quality that puts a certain genuine gravity and weight 

into jazz, and without it, jazz is at best half-frivolous.”107 I have found that the blues add weight 

to the pitch, weight on the timbre, and weight over the time. A jazz player who has a genuine 

feeling for blues does not play a lowered third-scale-degree. He is leaning on the third to such a 

degree, giving the note such weight, that the pitch bends down. There is a resistance involved in 

the lowering or “bluing” of notes in jazz. This leaning on notes is certainly weight over the pitch. 

Listen to any great blues singer and you will hear a timbre, as described by DeVore,108 where the 

tone spreads around the center; that is the blues over timbre or tone color.109 Also, the feeling of 

the time (including pulse and rhythmic implications) being weighted down by the blues is 

excellently heard in the recordings of Louis Armstrong and Bessie Smith. Schuller has notated 

such examples of this temporal anomaly in the introduction and final chorus to the famous West 

End Blues as well as the interlude to Weather Bird.110 

                                                 
 
107 Leigh, Appendix II, Ibid. 
 
108 DeVore, Ibid.  

 
109 As the cornet student seeks to find that dusky blues tone, I offer a simple exercise to help encounter the 

aspect of blues upon timbre. The cornet player should try playing with his water key open on the instrument, while 
trying to commit to the full tone of each note. He will surely feel some resistance in the process. Then try 
incorporating, while using a good imaginative model like Armstrong, a similar feeling of weight when playing with 
that blues feeling. 
 

110 Schuller, 116-119, 125. 
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 In the effort to understand and assimilate the blues style, I did not truly feel comfortable 

playing “blue” notes until I began feeling them in terms of weight. Without the feeling of weight, 

those notes were senseless and disingenuous. It seemed as if my brain would give my cornet 

some kind of spoken instruction: “play a flat third here,” rather than feeling or hearing a 

gravitational pull that caused my notes to become “blue.” A perfect example of this process was 

the incorporation of the flat fifth in my own cornet playing. I have never made a conscious 

decision to play lowered fifths. (The comic remark by guitarist Eddie Condon about Dixieland 

musicians drinking fifths not flatting them comes to mind.) However, after spending a lot of time 

listening to Kid Ory and Jim Robinson, I started noticing how some of their wailing and moaning 

melodic figures (which some can technically be described as the flattened fifth—though the 

nomenclature is useless unless the feeling is addressed) began to enter into my own playing. It is 

by assimilation and absorption of the style and by understanding the weightiness of the blues that 

such mixtures happen naturally in jazz.  

 The blues is clearly that feature which breeds the sincerity within the New Orleans style. 

The paradoxical feelings of joy and inherent sadness, optimism amidst difficulty, the deep rich 

low tones and weightiness of the music, all contribute to honesty and profundity that the blues 

bring to the style. All New Orleans jazz is infused with blues whether the song is a blues or not. 

This fact demonstrates why certain ensembles have some mysterious quality to them that allows 

us to connect with a message or truth within their music. In discussing the use of blues, Heitger 

drew the following comparison, “Again, I find it difficult to explain but I feel it was the 

difference between, say, [King Oliver’s] Creole Jazz Band and the Original Dixieland Jazz Band. 

I have tried to develop a blues style and prefer bands that have it.”111 

                                                 
111 Heitger is making a clear reference to the fact that Oliver’s Creole Jazz Band played with substantially 

greater blues content and feeling than did the Original Dixieland Jazz Band. 
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Track 19: What Ya Want Me To Do?  

 

 To better understand the manner in which the paradoxical blues affect is universal within 

New Orleans style jazz, a listening example is in order. I have chosen What Ya Want Me To Do? 

Because the song bears little resemblance in form, harmony, and text to the standard blues 

criteria, it offers a marvelous example of all the elements of a pure blues feeling outside a unique 

blues idiom.112 When listening to Track 19, this joyous feeling is evident amidst inherent 

sadness. The clarinet plays these mournful and wailing lines around the melody, all the while 

with certain sincerity and optimism. As the cornet contributes a simple and plaintive melody, 

similar paradoxical attributes appear. The piano provides a beautifully modest backdrop where a 

sense of melancholy and weight allow for an emotional exchange among the trio. 

Any student who wishes to discover the joys of the blues certainly needs to commit a 

great deal of time listening to the music. As with all pedagogical approaches, a good model is in 

order. Obviously blues artists such as “Papa” Charlie Jackson, Blind Lemon Jefferson, Robert 

Johnson, Huddie Ledbetter, Bessie Smith, and Gertrude “Ma” Rainey all serve as supreme 

models of the blues style. While Armstrong still remains an iconic figure in the New Orleans 

idiom, I recommend the student carefully listen to the recordings of clarinetist Johnny Dodds. To 

me, Dodds exemplifies that exuberant, joyous quality with a genuine sense of melancholy and 

sadness. I find Dodds to be perhaps the greatest blues style clarinetist in all of early jazz. 

Panassié stated the following: 

                                                                                                                                                             
 
112 The author also recommends the November 25, 1928 session by Clarence Williams and His Novelty 

Four. This recording features King Oliver on cornet with a vocal by Williams. 
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Nonetheless Johnny Dodds’ is a true clarinet style. In spite of his brutality 
and harshness, his phrases sing and frequently he creates melodic lines full of 
charm. Likewise his blues are incomparable. His fire and strident power, and what 
one might call the “evil” quality of his playing, makes his pure “blue” phrases 
magnificent—phrases so pure that Johnny Dodds should be cited as a perfect 
model for any clarinetist who wishes to play the blues well.113 

 
Not only is Dodds an outstanding model of blues for the clarinetist, but a model for all who wish 

to discover that mystery of the blues within New Orleans style jazz.114 

 The last stylistic feature to be addressed is what one refers to as playing “hot.” Countless 

examples flood the canon of recorded jazz with hot playing: Louis Armstrong, Henry “Red” 

Allen, King Oliver, “Papa” Mutt Carey—there are simply too many to name! Finding the hot 

style of playing is quite easy to do; especially on medium to fast tempo tunes, with all of those 

struts, stomps, rags, marches, and up-tempo blues having that hot New Orleans style. 

 What about slower tempi? What about softer dynamics? Can and should the New Orleans 

musician play hot in these scenarios? Such questions arise because many perceive hot in a 

specific context or within a narrow definition. In the surveys in Appendix II, question 25 reads: 

“Does the New Orleans style trumpeter always have to play hot?” It is no surprise that this 

question is the most contended issue within the style survey. Many believe the cornet player 

always has to play hot, while others feel quite the opposite; still some remain unsure depending 

on certain criteria for playing hot. 

 Smith commented, “Even when New Orleans hornmen play ‘sweet’ they are really 

playing HOT,”115 while Green states, “Sometimes? Yes. Always? Definitely not.”116 In the 

surveys, others have gone on to use terminology describing dynamics or tempi to justify their 
                                                 

113 Panassié, 99-100. 
 

114 In Early Jazz Schuller offers a detailed discussion of the clarinet style of Johnny Dodds, 198-203. 
 
115 Smith, Appendix II, 194. 

 
116 Green, Appendix II, 155. 
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conception of the use of playing hot in the New Orleans style. I have found Leigh’s commentary 

to be the most thought provoking:  

I would say that everybody ought to play hot all the time, and that there 
are different ways of doing it.  If a young trumpetist isn't trying to play hot, what 
the hell is he or she doing instead?  Hot vs. sweet is a flawed opposition; so is hot 
vs. gentle; the great players do both at once.  Hot vs. beautiful is an insane 
opposition, since jazz is never beautiful unless it's hot.117 

 
 I believe that all New Orleans jazz has to be hot all of the time. To me, playing hot has 

everything to do with how you play rhythm. When playing hot, I find there is a driving energy to 

your rhythm, on the front side of the beat; and that you are intensely bound to the irresistible beat 

of the New Orleans style—regardless of dynamic and regardless of tempo. The rhythm is always 

energized when playing hot, because the beat is always energized. If the beat does not have that 

special momentum, then the people will not get up and dance. The lack of drive to the beat is the 

first element that can cause someone to loose that hot playing style. When the characteristic beat 

is not there, one can justifiably argue that such an un-propulsive swing precludes any existence 

of the salient feature of the New Orleans style—the irresistible beat. 

  Other commentary contrary to the necessity to play hot have included discussions of 

ballads and adjectival labeling such as sweet, pretty, gentle, lyrical, et al. Such describers can be 

inaccurate. If someone says that sometimes pretty is needed, that implies that playing hot is ugly. 

The same concept applies when someone might refute playing hot by saying that the music needs 

to be lyrical; again that implies that hot is void of lyricism. Such notions become completely 

unfounded as a better understanding of playing hot is considered. In addition to robust examples, 

I believe that playing hot can entail all of the gentle, sweet, beautiful, and subtle qualities in 

contrasting scenarios. Peter Pepke stated, “It is impossible for a real New Orleans trumpet player 

                                                 
 

117 Leigh, Appendix II, 166. 
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not to play hot.”118 I believe that if you carefully study the recordings of Armstrong, you will 

always find the features of profound beauty and lyricism in everything he ever played. In 

addition, Armstrong always played hot in every context. There is always a sense of energized 

rhythm, on top of the beat, in the singing and playing of Armstrong—it is red hot. 

   The incorporation of ballads into the New Orleans style can also prove problematic. 

While I believe almost any song can be played in the New Orleans style, it is the inclusion of a 

melody into the New Orleans beat (that infectious rhythm) that is critical to the style. If someone 

were to take a ballad and substitute lyricism and sentiment for the energy of the beat, regardless 

of tempo, then the essence of the New Orleans style is lost. The music should always charge the 

listener to get up and dance, and it is this irresistibility to that beat that makes the New Orleans 

musician always need to play hot. 

 A comparison will help aide the discovery of the subtleties that can exist in playing hot 

within the New Orleans style. Track 20 provides an excerpt of Memories, a 1915 waltz by Gus 

Kahn and Egbert VanAlstyne, adapted into the swinging New Orleans beat. The first chorus of 

the tune begins with the trombone playing a very straight, simple version of the melody. 

Following the trombone melody is a cornet solo played in a hot style. Notice how the effect of 

the tunes is consistent in both sections. The cornet always plays with the energy given by the 

propulsive beat—even at the medium slow tempo. The sentiment of the waltz melody is 

frequently referenced and infused with swing and blues. The cornet performance is surely hot by 

description, but it is far from coarse, sour, ugly, or blunt—all the opposite describers of what 

some have used to contrast playing hot. 

 

                                                 
 
118 Pepke, Appendix II, 176. 
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Track 20: Memories excerpt 

 

 To play hot, the New Orleans musician simply needs to play on the front of the beat with 

the rhythmic energy inspired by the infectious swing. Hot is beautiful; hot is subtle; hot is gentle; 

hot is also robust and celebratory. In many ways playing hot, like blues, represents those 

paradoxical feelings inherent in all jazz. 
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“I’ve Got My Fingers Crossed” 
 
 
 

CHAPTER V: 
 

Getting Started 
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 Getting started is always the most difficult aspect of any project. One can research and 

prepare to the brink of certain insanity and still hold some apprehension about the potential 

success of your endeavors. Often, life doesn’t wait for us to be ready; therefore we must 

fearlessly jump into the process with commitment and enthusiasm! I propose five major topics of 

concern for the beginning trumpeter/cornetist in the New Orleans style. The novice must 

discover how to organize a band, choose a repertory, lead the band or arrangement, develop his 

aural skills, and tackle special problems for the trumpet and cornet. 

 When starting a New Orleans style jazz band, a consideration must be made for what sub-

style the band is interested in cultivating. While all New Orleans jazz has universal 

characteristics, there are drastically different approaches to playing this music. Many ensembles 

have a unique sound: from the Original Dixieland Jazz Band, Oliver’s Creole Jazz Band, 

McKinney’s Cotton Pickers, Clarence Williams’ Blue Five, Ory’s Creole Jazz Band, The 

Wolverine Orchestra, Lu Watters’ Yerba Buena Jazz Band, George Lewis Jazz Band, to Chris 

Barber’s Jazz Band from England. Hal Smith expertly stated: 

I think it is important to listen to ALL facets of New Orleans Jazz, from 
the earliest recordings to the '50s and '60s—including overseas bands such as Ken 
Colyer's.  Also, anyone who is interested in playing New Orleans music should 
listen to the recordings by white musicians from the Crescent City—whether in 
ensembles such as the ODJB and NORK119 or as individuals in other musical 
surroundings.  Listen to the entire panorama of New Orleans Jazz before deciding 
that you want to play a certain way.  Borrow from as many sources as possible to 
create your own style, based in the New Orleans traditions.120 

 
It is important for any band to have an awareness of the full gamut of New Orleans style jazz and 

to be working toward a clear stylistic model. Discovering a unique sound is essential. 

                                                 
119 Here Smith references the Original Dixieland Jazz Band as ODJB and the New Orleans Rhythm Kings 

as NORK. 
 

120 Smith, Appendix II, 194. 
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Stravinsky’s admonition to focus yourself in order to discover your deepest creativity remains 

profoundly excellent advice.121 

 When organizing a band, it is critical to carefully assemble the rhythm section. Heitger 

once told me that when he puts a band together, he first calls the people in the rhythm section.122 

If the rhythm section is weak and does not swing, then the band is doomed—no matter how good 

the horn line. Leigh made the following observations about swinging a band: 

It is arguable that some very great individuals could single-handedly 
"swing a band" but I only believe this is true if the people in the band were 
capable to begin with. Louis couldn't swing the Henderson band in 1924 and he 
couldn't swing the Les Hite band 6-7 years later, but he had no trouble with the 
Luis Russell band because they were ready and able. Plenty of recorded proof 
here. For all practical purposes, among us mere mortals I think no band is better 
than its rhythm section.123 

 
After many experiences in my youth of organizing various different bands, I can only agree 

completely that a wisely-chosen and well-swinging rhythm section is essential to the success of 

any band. Wiggs elaborates upon this concept: 

That’s why some of the colored trumpet players could play for hours and 
hours, because their rhythm sections were so good. They made it easy to play 
with. I used to enjoy sitting in with George Lewis’s band. Slow Drag and 
Lawrence Marrero got such a good beat going. It lifted you up and my horn just 
seemed to play itself. If the rhythm section is wrong it can knock your lip out in 
fifteen minutes.124 

 
To me, finding players with whom you feel comfortable, musically as well as socially, is 

also an important factor in the success of any band. I believe that if you are not comfortable 

around the members of your band, then there is likely to be some discomfort in the 

conversational process. When I was coaching a collegiate New Orleans style group, there was a 
                                                 

121 Stravinsky, Ibid. 
 

122 Heitger, Summer, 2000. 
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student who used to tag along to the rehearsals due to a self-perceived invitation, thereby 

creating some social awkwardness. While I was encouraging to all who showed interest, this 

person played the same instrument as another member of the band and created utter havoc 

among the band during the conversational process. There were too many people speaking at 

once; inhibition was rampant while producing no meritorious musical statement. After the 

student left, realizing it was best to start a separate ensemble, the following rehearsal was 

magnificent because everyone in the band suddenly felt comfortable having more room to 

converse. The musical exchanges were natural and the band started to really swing and listen to 

each other. 

Leading into the topic of instrumentation, as the student carefully listens to the canon of 

recorded jazz he soon realizes that a specific instrumentation is not what creates the New Orleans 

style. You do not simply throw in a tuba and a banjo and voila! “Now you have New Orleans 

jazz.” There can be solo instruments, two-piece groups, trios, the classic seven-man band like 

Armstrong’s Hot Seven, up through fairly large ensembles as in Ellington’s Jungle Band. All can 

have that irresistible beat and that infectious rhythm of the New Orleans style. 

The final element to consider when organizing a band is seating arrangement. The 

members of the band must hear each other and communicate with ease and clarity. I recommend 

the student read the final chapter of Bill Russell’s New Orleans Style. Russell explains in great 

detail (including much photographical evidence) why New Orleans bands sat in a straight line 

and how the practice of a back line of rhythm and a front line of horns has developed. Russell’s 

own summary states it best: 

It seems always quite simple…they sat in a straight line, or a semi circle, 
but the drums were always on the far left and the bass violin balanced them out on 
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the far right, looking at the band from the audience. Thus from left to right were 
placed drums, trombone, trumpet, reeds, chords, bass.125 

 
After the band has decided upon a style of New Orleans jazz and has chosen musical 

colleagues, the next order of business is certainly repertoire. The best advice is to start simple. I 

remember when trombonist Robert Shanahan126 told me, as I was starting out, that my band 

should work on playing spirituals and hymns to get the style down. Being the reckless novice 

that I was, I ignored his advice and focused on obscure tunes, complicated multi-strained 

compositions and novelty numbers. Hence, my band did not properly learn the conversational 

process nor did the band swing. By learning simple repertory with clear melodies, forms, and 

harmonic progressions, the players can spend their time developing some sophistication with the 

salient features of the style, such as swing, blues, and conversational call and response patterns. 

When the band has become comfortable with these essential stylistic traits, then more 

adventuresome exploits can be pursued. However, I have found that the simpler the tune, the 

easier it is to swing. 

A perfect example of what not to do comes from my own experience of leading a band. 

In my earlist New Orleans band, I chose Big Butter and Egg Man127 (in the key of G!) as the first 

song we ever tried to play. Needless to say the tune would be challenging to any young band in F 

or even A-flat, however, my choice of G major simply added an unnecessary layer of difficulty. 

No one played the melody well, including me. The attempted harmonies were abysmal; and the 

band had no hope of swinging, whatsoever. I am amazed that after such a disastrous choice that 

we retained our enthusiasm and kept on practicing. 
                                                 

125 Russell, 218. 
 
126 Shanahan has contributed to the style survey and played trombone on Bugle Boy March and Memories 

in the recording anthology. His advice was given sometime during 1998. 
 

127 Big Butter and Egg Man is a 1926 composition by Louis Armstrong and Percy Venable. Armstrong’s 
famous solo is transcribed and analyzed by Schuller in Early Jazz, 103-105. 
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While I recommend the young band begin with a good collection of simple blues and 

spirituals at an array of tempi, I offer one specific suggestion to get the process started. Probably 

one of the best tunes to get a band playing in the New Orleans style is the Victory Walk.128 This 

blues tune has gone by any number of titles including: Joe Avery’s Piece, Kid Avery’s Tune, 

Second Line Stomp, and Victory Bounce; however they all bear the same basic melody, form, 

beat, and novice-friendly key of B-flat. To me, this choice offers a good second-line129 marching 

tempo to discover the New Orleans style swing. The melody is simple, while the form has a 

quasi break-strain where opportunities for call and response are built into the structure. 

As the band cultivates a certain degree of skill and confidence, other gems of the New 

Orleans repertory should be explored. All good bands should have a wide variety of tunes in 

their repertoire as well as within their sets. Struts, stomps, blues, spirituals, rags, cakewalks, folk 

tunes, waltzes, marches, and popular tunes all add to the balance in programming, and keep the 

musicians, audience, and dancers interested. Beyond this, I recommend the young band explore 

new repertory. Compose new blues and other tunes, and take existing popular tunes, adapt them, 

and invite the audience into the experience. 

To better explain this line of thinking we first must realize that New Orleans style jazz is 

not a museum piece; it is a living experience that happens in the present. True it has been 

                                                 
128 I inquired to DeVore about the Joe Avery Blues and a recommended recording of the work. On March 

23, 2006 DeVore stated, “As far as Joe Avery's Piece is concerned (actually the tune itself is a number called 
Victory Walk recorded by Charlie Barnett and others at the end of World War II...Joe Avery was a New Orleans 
brass band trombonist that loved playing the tune so much that all his fellow bandsmen started calling it Joe Avery's 
Piece...not blues) I guess I would choose the Eureka Brass Band recording that came out in 1962 on Atlantic SD 
1408 as my personal favorite..Unfortunately, the LP has been out of print for a long time but Mosaic reissued it as 
part of "The Atlantic New Orleans Jazz Sessions"....Mosaic produced 5,000 sets of four CD's but sold out and may 
no longer be available...but, nonetheless, that's the one I would recommend...There also is a recording of it on the 
same CD by the Young Tuxedo Brass Band, but I always have preferred the Eureka's version...” 
 

129 In parades in New Orleans, the “first line” refers to the people integral to the ceremony, whether it be 
club members, or relatives of the deceased in a funeral procession, or a brass band. The “second line” refers to the 
grouping of people, often onlookers from the street, who follow along behind the first line. In this context “second 
line” refers to a tempo well-suited for a parade and utilizing the same style of bass-drum-oriented beat common in 
the brass bands during such parades. 
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archived in a great many recordings; but each time a band stomps in a tune, the music springs to 

life an interaction among all participants: musicians, audience, and dancers alike. Going back to 

the words of Bill Russell, we find a fundamental truth, New Orleans style jazz is “simply a way 

of ‘playing a melody with a beat.’”130 

Evidence of the practice of bringing commonplace and well-known tunes into the New 

Orleans style is rampant. Certainly blues and spirituals were adapted from their original contexts 

and brought into the New Orleans style. So too were waltzes, folk songs, and marches 

incorporated into the swinging beat of New Orleans jazz bands. Myers’ American Soldier was 

written for a full wind band, probably intended for concert or marching settings by community 

bands or even professional bands like Gilmore and Sousa for public events. Yet it too had been 

absorbed into the style. The famous march Maryland, My Maryland absorbed the German song 

O Tannenbaum and even has roots dating to the music folios of Civil War infantry bands.131  

Opera music even made its way into the New Orleans style. The old song Home, Sweet 

Home, an aria from the 1823 opera Clari, or the Maid of Milan by Sir Henry Rowley Bishop, 

still remains a standard for New Orleans style jazz bands. As a kid I remember listening to a 

record of the swinging Dixieland trumpet player Jonah Jones and hearing this strangely familiar 

song entitled Delilah’s Delight.132 I later discovered that the tune was actually Jonah’s rendition 

Mon coeur s’ouvre à ta voix (My Heart at Thy Sweet Voice) from the opera Samson and Delilah 

by Camille Saint Saëns (1835-1921). It is no surprise that New Orleans trumpeter Anati “Natty” 

                                                 
130 Russell, 8. 
 
131 A recording of Maryland, My Maryland played on period instruments is available in The Civil War: It 

Music and Its Sounds, performed by the Eastman Wind Ensemble and conducted by Frederick Fennell. Mercury, 
432 591-2, 1990, Compact Disc. [Two disc set].  
 

132 Jonah Jones, The Greatest Dixieland Ever, Guest Star Records, GS-1420, LP Record. 
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Dominique once said, “Opera music was in our blood.”133 Countless examples fill the repertory 

where musicians took familiar melodies and performed them in the New Orleans style. 

I feel very strongly about adapting “current” and widely-known material because it stands 

as an invitation to the audience to freely join in the musical experience and not to become 

alienated by obscurity and unfamiliarity. Clarinetist Bob Helm once disapproved of Bunk 

Johnson recording Mara Elena because the song had been off of the Hit Parade for so long.134 As 

long as a song has a good melody, contains a harmonic structure that is fairly conventional (or 

can be adapted), and can swing, I believe it can be played in the New Orleans style. All sorts of 

unexpected tunes can and have been incorporated into the repertory including Brahms’ Lullaby, 

Elvis Presley’s Are You Lonesome Tonight, Johnny Cash’s Folsom Prison Blues, Sonny and 

Cher’s All I Ever Need Is You, and Louis Armstrong’s sensational hit recording: Hello, Dolly!  

Monk Hazel stated his thoughts on repertoire: 

The word “Dixieland” now, the way they use it now, it disgusts me, 
because we never played those tunes. We played anything. Man, if a tune came 
out, take The Old Spinning Wheel, we play the tune, but we play it the New 
Orleans way, and swing it. We used to have a sign on the piano: “No requests we 
can’t fill.” If we didn’t know the tune, we’d get you to hum it for us, and if we got 
the first eight bars, that’s all we needed.135  

 
This approach to parody in the New Orleans style keeps the music alive and maintains a 

connection with the audience. However, this surely does not imply that we should abandon the 

vast body of existing repertoire in the New Orleans style. There is a wealth of wonderful music 

written down and preserved on recordings by the great artists. It deserves to be heard, and it 

deserves to be broadcast to willing listeners. What is most important is that the music keeps 

                                                 
133 Russell, 140. 

 
134 Marc Caparone, liner notes to Clint Baker’s New Orleans Jazz Band: Tears, EFO Records, EFOCD 401, 

2003, Compact Disc. 
 
135 Russell, 61. 
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developing as it mixes together unsuspecting ingredients. After all, it was an unexpected 

conglomerate that gave birth to the irresistible beat of the New Orleans style. 

As the band has been organized, with style and repertory chosen, the next step is to 

organize the music. All bands need some kind of arrangement to their repertory, whether it is 

elaborate with worked-out breaks as some classic Hot Five recordings or simply that the band is 

following the melody of the cornet to keep the ensemble together. In any case, the band needs to 

have clear signals from the lead player to maintain the drive and swing of a tune. 

While some bands read music to facilitate this organization, I prefer bands that do not 

read. I find sometimes that reading charts inhibits the conversational process and stifles the 

spontaneity that occurs so naturally and genuinely in this music. This certainly does not mean 

that a band will not benefit from reading music. Concert musicians use their skills as interpretive 

artists to create exquisite moments of sophistication and beauty; therefore, reading music does 

not hinder artistry—such concert musicians have developed the skill to aurally perceive written 

music notation. Those young players who have difficulty hearing and recreating a part on their 

instrument would do well to begin by reading some charts or lead sheets. But as soon as a fair 

degree of comfort is reached, they should get rid of the music and begin to recall the part from 

their memory and embellish upon that memory. It was the parallel practice of embellishment in 

the brass bands that led to the accepted practice of collective improvisation. Therefore, an 

embellishment-oriented approach should naturally lead the novice toward improvisation if he 

posses the necessary work ethic and aptitude. 

When I lead a band I favor using head arrangements. This simply means that I am 

deciding what is going to happen in the tune as the band is playing it. At times I have certain 

formulas or textures in mind or have some element predetermined. However, it is the relaxed and 
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loose feeling to the ensemble that provides the flexibility to allow great moments and exchanges 

to happen. In many ways the cornet or trumpet player is like a good boss who, with excellent 

managerial skills, allows his employees the freedom to do what they do best. This requires three 

key elements: clear direction and trust on the leader’s behalf and competence from the rest. 

Heitger gave me good advice for leading a band on head arrangements; he said that the 

key to a quality head arrangement is to “break it up.”136 What he meant was that there should be 

some variety in order to avoid monotony. So as I work my way through a tune I carefully 

consider the form to help balance things out, I consider the pacing to ensure an aesthetic 

ensemble build, and I consider the texture in order to best use the available sonic landscape. 

When it comes to form I will never take one ensemble in, go to solos, and take one ensemble out. 

Often I take a few choruses in with full ensemble; sometimes pass around the melody to various 

horn players, then go to a vocal or first solo. I am always conscious of variety and build; the two 

can work well together but an improper balance can negate the impact of either. Also be aware of 

the different parts of the tune to break up the arrangement. Play the verse if it has any merit; or if 

a song has a break-strain or some patter chorus play it—these can keep the tune always sounding 

fresh. Heitger recommended to alternate solos between front line and rhythm section with 

various intermittent ensembles. He also considers a sequence of front-line solos followed by 

rhythm section solos, again with various intermittent ensembles.137 

Texture is another great tool to utilize when working through a head arrangement. There 

are many combinations of instruments; and the band leader should take advantage of them. 

Sometimes when I want to get the band quiet I will some of the rhythm section to drop out 

during chorus except for bass or maybe drums instead. For a driving but less-dense ensemble, 

                                                 
136 Heitger, Ibid. 
 
137 Heitger, Ibid. 
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drop out all rhythm except banjo. Or, use only a few of the horns at a time and pass around the 

melody to different instruments for different parts of the tune. Also consider texture changes for 

dynamic contrast. However, I find that sometimes the most impressive dynamic contrasts are the 

ones achieved when the band is in full ensemble. 

In Wyndham’s Texas Shout: How Dixieland Jazz Works he spends an entire chapter 

discussing texture under the label “sub-units.” He goes into great detail, even discussing all of 

the mathematical possibilities; and he offers, what I think, are some good suggestions. However, 

there is a very real danger to fussing with the texture. If the leader is not careful, he can 

completely destroy any semblance of the ensemble build. All New Orleans jazz has this drive to 

become more and more hot as the performance progresses. During solos, the band should be 

trying to inspire the soloist to achieve even greater heights. Therefore, I strongly discourage the 

leader from interrupting the solo in any fashion; rather, augment it, intensify it. Tin Pan Alley 

song forms are especially susceptible to this for it is easy to give the bridge to another 

instrument. Maybe a textural change in the rhythm would help the soloist, or some riffing, or hot 

playing of the melody underneath. Whatever the scenario, be sure to support the soloist and 

allow him to develop their ideas so that the soloist can communicate with the audience.   

I also apply Heitger’s “break it up” philosophy to the development of the repertoire 

during a set. If the band starts off with a really hot number like Mahogany Hall Stomp, then 

follow it up with something contrasting such as I Get the Blues When It Rains. A blues or a vocal 

in a medium or slow tempo would be a great complement to the effect and energy of the first 

tune. Being aware of the keys that the band is playing in should also be a consideration. 

Although I consciously try to avoid playing too many tunes in the same key, I must admit that in 

2005 I heard a fantastic set by the Happy Pals of Toronto, Canada, who played every tune of that 



 81

set in the key of F. Much to my surprise, I was enthralled by their performance and not bothered 

in the least by the fact that every tune was in the same key. They were charismatic, and 

completely in touch with the audience; and they played a nice variety of tunes.  Honestly, I was 

having too much fun listening to them to be preoccupied by the dos and don’ts of Dixieland. 

While selection of tunes is important to break up the set, it is also important to be very 

aware of tempo. Too many tunes in the same tempo or tempo class can cause the musical 

exchanges to become stale. As the young player becomes comfortable with the style, it is easy 

for him to run on a sort of “autopilot.” This can be disastrous to the quality of the conversational 

process and a detriment to spontaneous energy. Often I like to throw in pleasant surprises for the 

band. After a rousing opener the band could play a slower tune next; so I might call out Pagan 

Love Song or My Gal Sal at a medium tempo—tunes that I would normally stomp in at a brighter 

tempo. I believe that any tune can swing at any tempo if you decide to focus on the rhythm first. 

Therefore, don’t be afraid of trying new tempos for old favorites; find the irresistible beat and let 

the melody fall into place. Little changes like this keep the musicians interested and unable to 

fall into cliché patterns. I also think it is a good idea to change the keys to tunes you play. If the 

band always performs Roses of Picardy in B-flat, try it in C or A-flat next time. Changing the 

keys to tunes can inspire and challenge the musician to discover new elements in his creativity. 

Change is good; and if we never try something new we will never find ourselves improving. 

The last bit of advice for creating good variety is to avoid songs that sound the same. 

Probably the most infamous scenario is the Bill Bailey set. Hughie Cannon’s famous 1902 hit 

bears a standard chord progression and form that are found in hundreds of tunes. Nothing could 

be worse or foster more monotony than an oblivious leader who calls out a set where every tune 
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has those Bill Bailey changes:138 Bourbon Street Parade, Just Because, Leave Me with a Smile, 

Look What You’ve Missed, My Memphis Baby, Over the Waves, Second Line, and Washington 

and Lee Swing just to name a few. This concept should apply to all elements that can sound 

similar: melody, harmonic progression, form, et al. 

So within the framework of a band’s set, it is important to utilize some variety and “break 

it up.” Contrasting the keys and tempos is essential, as is the type of tune (i.e. the drudgery of the 

Bill Bailey set). Seek out different beats and textures to diversify the music and be sure to use 

various song types to your advantage: blues, marches, waltzes, struts, stomps, rags, cakewalks, 

habaneras, folk songs, spirituals, and popular songs. All these and more can liven up the set 

while bringing together the band, the audience, and the dancers.  

Highly-developed aural skills are critical for a quality performance of any musical style. 

In New Orleans style jazz, I find it imperative that the student learn to play completely by ear. To 

me, the first goal is to have enough facility on my instrument to always produce a good sound; 

making a beautiful tone that people want to hear is very important. Consider taking lessons to 

learn to play your instrument well. New Orleans has a rich tradition of music education; Manuel 

Manetta, Manuel Perez, and at least three generations of the Tio family were just a few who 

trained New Orleans musicians via European conservatory methods. Lorenzo Tio, Jr. even taught 

classical clarinet technique to such greats as Omer Simeon, Barney Bigard, Jimmie Noone, and 

Sidney Bechet. Kid Ory once stated, “You’ve got to know your horn and always try to do better. 

Even when I was making it big in Chicago, I used to go for lessons. Used to go to a German 

teacher from the symphony orchestra. I wanted to see if I could get a better tone. You’ve got to 

learn to play easy.”139  Secondly, I methodically cultivate the ability to have my instrument (or 

                                                 
138 The term “changes” is commonplace jargon in jazz used to denote the harmonic progression. 
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voice) react to the musical images conceived in my brain. Therefore, when I hear certain melodic 

patterns in my ear, I want my horn to react automatically to what I am hearing, regardless of the 

key I am playing in. I must honestly admit that while I have not reached any kind of aural skills 

utopia or Mecca, I am always trying to improve and have accepted type of satisfied 

discontentment. I believe this is a journey that continues until the day you finally decide to pack 

up your horn and leave it in the case for good. 

Every student of the New Orleans style must learn the melody. All successful stylists 

have spent countless hours learning the melodies to hundreds if not thousands of tunes. Baby 

Dodds used to say he tried to play the melody on the drums. He made a careful study of playing 

melodies on the snare and following the phrases. Dodds said, “The secret of good jazz music has 

always been to carry the melody at all times. The melody is supposed to be heard distinctly from 

some instrument—the trumpet, or trombone, or clarinet, or violin. At all times.”140 

When learning to play by ear, I believe it is good for the student to learn specific parts 

directly off of period recordings—whether it be the melody or some other musical function. This 

is not to mean that we should merely become copycats, but that through experiencing another’s 

musical language we gain a better insight into their musical thoughts. A perfect example is how 

student composers used to serve as copyists to master composers to understand what processes 

and organization were involved in creating great music. Bach, Mozart, Haydn, and Beethoven all 

had apprentices who copied their music and subsequently these pupils learned the craft through 

such laborious efforts. I recall a similar experience when learning to become a professional 

arranger. I spent many hours copying scores and re-writing old scores at the request of my 

teacher. In the process, I learned a great deal about composing, scoring, and arranging music. I 

                                                                                                                                                             
139 Russell, 181. 
 
140 Russell, 26. 
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believe the same is true for the New Orleans style. I found that I discovered many wonderful 

things when I had the privilege to play along with the recordings of Armstrong, Bechet, Oliver, 

Ory, et al. After the student has absorbed a specific musical experience, he will be able to take 

that experience and fashion it into something unique and personal. 

Another challenge for young players can be the harmonic language of the New Orleans 

style. Students often struggle with the frequent and chromatic changes found in this music. To 

help them hear these harmonic events better, I offer a few suggestions. First, I think it is 

invaluable for the novice to learn, at least to some modest degree, a chording instrument such as 

guitar, banjo, or piano. Such experience with a chording rhythm instrument can prove very 

helpful in understanding the harmonic events unique to the New Orleans style. I also recommend 

that the novice learn to play bass lines on his instrument. That way, he can comprehend a body of 

scalar, arpeggiated, and often pentatonic patterns to gain an understanding of how harmony 

works over bass lines. 

Another reason I believe students have some difficulty with the harmonization is that the 

days of sitting around a table and singing familiar songs in three or four part harmony have 

virtually disappeared. Unless a person has a strong background of hymnody stemming from 

religious traditions in the United Sates, such vocal experiences outside academic settings are 

becoming quite rare. One technique to help students figure out such practices is to get them 

singing. When working with a student band on Paul Barbarin’s famous tune Bourbon Street 

Parade, I asked the students to pick any note that he heard in the chord and sing it in a sustained 

fashion. So we worked our way through the tune in a very rubato context. As we moved through 

each harmony, sustaining notes chord by chord, I asked them to make sure they were trying not 

to double someone else’s note while being fully aware of a good melodic sense of voice leading. 



 85

Next I had them repeat this process on their instruments, all the while aware of the same 

principles. The result was astounding, for the students created some wonderfully sonorous and 

rich harmonies. I found this result to have even more significance because there was no 

discussion of music theory or harmony. They simply used their ears, sang a part, and repeated 

the process on their instruments. Also, many students realized that previous to the singing 

exercise, they were simply letting their instruments control their playing. They had been relying 

on some tactile reference; but now, the instruments were responding to the ear and the natural 

musical lines, conceived vocally, were guiding their musical choices. Afterward, the students 

commented to me that they felt like the process really helped them to discover how to create a 

good melodic line, they were successfully listening and responding to each other. 

While the student may not need to have a formal knowledge of music theory and 

harmony, the student does need to cultivate aural skills that comprehend harmony regardless of 

any academic label. I recall how as a young kid I learned the circle of fifths progression on the 

piano in my home. Having extensively listened to Gershwin’s Rhapsody in Blue I became 

infatuated with his melodic use of the dominant seventh chord. Still in primary school, I had no 

idea of any theoretical label, but a sense of logic allowed me to resolve the sonority, and keep 

moving through the harmonic progression. Though it was happening by ear, I was teaching 

myself theory. I remember being completely wowed when a teacher told me what such harmonic 

events were called and why those events functioned as they did. As with most elements in music, 

the theory follows the practice. 

It is not uncommon to encounter a seasoned jazz player who tells some enthusiastic youth 

“Go practice all your tunes in all twelve keys!” Many years ago I took the same advice from a 

teacher of mine; consequently I learned to play Hoagy Carmichael’s Georgia on My Mind at the 
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piano in all twelve keys. And while I believe that such an approach is very good for developing 

aural skills, a slightly different perspective on the same concept may produce better results. What 

I really benefits the student is the ability to master specific keys; meaning, he needs to learn to 

hear and respond in every key. Therefore, I recommend that the student comprise of list of ten 

tunes. This list should consist of personal favorites for which the student has a solid grasp on 

both the melody and the chord changes. Each day the student should practice all ten tunes in the 

same key—including work on the melody and solos. While some tunes may fall into 

uncomfortably high or low registers, the student will discover what it sounds like to play in each 

key. Whatever list a student comprises, he should make certain there are available recordings to 

serve as good models. 

The final aspect of developing good aural skills leads to the practice of improvisation. 

Learning to improvise solos has been the most prolific of topics in jazz pedagogy. Since the New 

Orleans style is traditionally focused on ensemble playing and because the soloing topic has been 

virtually exhausted, I do not believe it is necessary or even appropriate to ensue with such a 

formal discussion here. However, I would like to offer a few thoughts to the beginner on the 

topic of learning to improvise solos. Many jazz stylists have commented that a solo needs to tell 

a story. And in every solo (or story) there should be a beginning, middle, and an end.141 The 

novice will do well to begin by embellishing the melody and by frequently referencing the 

melody. The student can have the freedom to develop a unique style when limited at first by 

ornamentations upon the melody. DeVore stated that we should “try to improvise melodically” 

describing clarinetist Raymond Burke and an example of the melodic style of improvising.142 

                                                 
141 Heitger, Ibid. 

 
142 Devore, Ibid. 
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As the student spends considerable time listening, he will surely develop favorite melodic 

patterns and other “licks”143 to fit into a solo vocabulary. In my early years I found myself often 

trying to play various licks, because I felt certain sequences of notes were better than others. 

Often this left me fumbling over attempts to fit in various groupings of pitches, while saying 

nothing of profound importance on my cornet. It was not until I began to focus more on the 

rhythm, that I stumbled less and found myself playing simpler and better ideas. The result was a 

more natural execution of melodic thought. While we should strive to always cultivate new ideas 

and push ourselves to become more creative and unique, saxophonist Bud Freeman offered some 

encouraging thoughts: 

Everybody plays something over again because you see, there are phrases 
that you develop…they become dear to you. This is the thing that the critic 
doesn’t understand. He wants you to play differently all the time…The greatness 
of Louis was that the phrases he played were dear to him, and yet he didn’t play 
them mechanically. He felt them.144 

 
 Lastly, there are some special considerations for the trumpet or cornet that need to be 

addressed. The first issue is the use of two cornets in the instrumentation of a New Orleans style 

band. If one were to go back to Myers’ American Soldier, the original example used to discuss 

musical functions within the band march idiom, one would find a homorhythmic writing style in 

the lower cornet parts. The 1st, 2nd, and 3rd cornet parts to American Soldier have been included 

as Example 2 in Appendix III. The Solo B-flat Cornet clearly shows melody while the 2nd and 3rd 

cornet parts move in identical rhythmic fashion using harmonies scored below the melody. The 

1st cornet part is an interesting combination of both the solo and 2nd cornet parts. However, here 

within the function of the second cornet is the first distinct variation from the established 

polyphony of the band march as applied to the unique style of the New Orleans jazz band.    

                                                 
143 The term “lick” is common jargon for a short melodic segment or fragment. 
 
144 Tirro, 199. 
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 In a true New Orleans style jazz band the second cornet player does not exclusively play 

in perfect harmony and rhythm with the lead voice, as misinterpreted by some later revivalist 

ensembles. Rather, the second cornet player needs to play hot, and create another musical voice 

below the melody and above the trombone.145 DeVore stated: 

The ideal two cornet approach was realized by Joe Oliver and Louis 
Armstrong on their recording of Mabel’s Dream...particularly the trio section…I 
think the band recorded it twice...two takes on Paramount and one take on 
Okeh...The Okeh version is faster than the Paramount but you can really hear 
what Louis is doing with the second part on the trio...The Okeh number is Okeh 
8235. 

 
As I perceive it, the lead plays pretty straight and the second man is the 

“hot” man…a technique practiced by the brass bands...a combination of harmony 
at times and fills between the phrases other times…play Mabel’s Dream a few 
times and the approach becomes pretty evident...old timers say that Buddy Petit 
(who never recorded) was a master of this style and may have influenced Louis 
somewhat...146 

 
In Early Jazz Schuller offers an analysis of both Oliver’s and Armstrong’s playing of the Okeh 

version of Mabael’s Dream.147 His transcription of the two voice parts clearly shows 

Armstrong’s creative independence to Oliver’s very simple lead and proves DeVore’s claims. 

Wiggs supports this theory on playing the second cornet part in the New Orleans style: 

If you are playing a second cornet part in a jazz band, it’s harmony to the 
lead cornet. You got to keep the melody in your mind, feel the rhythm, and try 
and get some nice harmonies going. That way you’re not going to get in the way 
of the trombone. Then you can always fill in any holes you want. I’ve not done 
too much second cornet work, but when I’ve played I usually find I’m playing a 
rhythmic part rather than a purely melodic part.148 

 

                                                 
145 In December 2005, cornetist Marc Caparone commented to some trumpet students of mine that they 

should strive to play the two cornet style as was perfected by Oliver and Armstrong, and not in the more 
homorhythmic fashion of Lu Watters and Bob Scobey in the Yerba Buena Jazz Band. The second part should realize 
another independent voice within the texture. 

 
146 DeVore, February 2, 2006. 

 
147 Schuller, 80-84. 

 
148 Russell, 166-167. 
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Because fatigue is such an issue for New Orleans style cornet and trumpet players, Wiggs 

offers even more excellent advice on pacing as the young player is getting started: 

When you start playing you’ve got to take it easy. It’s no good trying to 
ruin your lip by putting too much strain on it if you’re not playing regularly. The 
most important thing is to get the horn away from your mouth as often as 
possible. Play as easy as you can. Some nights you’re going to have to play hard, 
if it’s a driving band. But you’ll be surprised at the places where you can relax 
and get the horn away from your lips. You gotta do this to allow the blood to 
circulate in your lips. Then you’ll develop, in time, a good lip. 

 
A young cornet player shouldn’t try to play too loud at first. Loudness is 

something you’re born with. Just try to get an easy tone and don’t strain to play 
high or loud notes at first. You can ruin your lip trying to play too loud or too 
high. If you want to play high, take up the piccolo. I usually try to play high on 
the last chorus in order to get above the band, which is what the cornet is 
supposed to do, but if you’ve got the rhythm going right you don’t have any 
trouble hitting those high notes. The rhythm pushes you and there’s no strain on 
the lips. When the rhythm is wrong there’s a terrible strain on the lips and it’s 
hard to play.149 

 
Another consideration for the young cornet or trumpet player again recalls the errors of 

naïveté and youthful exuberance. The cornet player must be very careful of the tempi with which 

he stomps in the tunes. In my earlier days, I often stomped in many tunes at ridiculously fast 

tempos. They band was certainly busting with energy, but we did not swing and the frenetic pace 

destroyed any hope of a sophisticated musical exchange. The leader should always consider the 

dancers when stomping in tunes. Of course there should be variation in the tempos, but if the 

cornet player stomps in the tunes at such tempi as to be too fast for dancing, then I believe they 

are too fast for the New Orleans style. Russell described it perfectly as the “loose relaxed 

beat.”150 

Also the cornet player should strive for simplicity in the melody when driving the band 

into a great swinging style. In my own playing I find that as the band gets hotter I often can push 
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the energy even further when I make the melody simpler. For example, in the shout chorus of a 

tune in Tin Pan Alley form, I will often play the bridge as straight as possible. The directness of 

a straight melody can drive the band and give the other musicians the freedom to really swing 

and respond. Wiggs stated, “Most northern musicians play too many notes in the last chorus. As 

the melody gets more intense, you’ve got to slow down and not to rush things, but at the same 

time give it plenty of power. In the final choruses, the cornet should become simpler and simpler, 

let the clarinet do all the running.”151 The cornet is responsible for swinging the band, driving the 

band, facilitating the conversational process, and inspiring musicians, and audience, and dancers 

alike to join in the celebratory nature of the New Orleans style. 
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“Get Out Of Here And Go Home” 
 
 
 

CHAPTER VI: 
 

Conclusion 
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 What is it about the New Orleans style that makes this music so joyous and so 

irresistible? One of the unique characteristics that will draw people into the New Orleans style is 

the universal invitation for all to join in the celebration. This experience is one that only has 

meaning through a collective interaction; it is almost a type of ceremony or ritual. Throughout all 

dimensions of art, and history for that matter, too much emphasis has been placed on the 

individual. Nineteenth-century Scottish philosopher and historian Thomas Carlyle’s Great Man 

theory is proof enough. Fortunately for us, such simplistic perspectives have gone out of favor 

and more inclusive ones have begun to shape our views of art, history, and the world. 

 The New Orleans style is that “terrifically joyous”152 music that stems from African 

social traditions that place a superlative value upon conversation—a contrast to the European 

preference for sophistication through monologue. The workings of the conversational process 

are, in part, delineated by the long history of the marching brass bands in New Orleans; and the 

hierarchy of its structure can be found in these brass band roots. However, the nature of the 

dialogue among the instruments remains intuitive; the musicians work together, always listening 

and responding to each other in order to produce a glorious polyphonic texture. 

 The cornet player must also learn how to work with the other musicians and dovetail a 

melody that inspires the conversational process to reach energized heights. Certain bonds must 

be formed between the voices of the musical exchange. Wiggs stated, “They say a cornet and a 

drummer will either make or break a band. You’ve got to have a good lead and a drummer who 

knows how to drive a band.”153 

 In tandem with the conversational perspective and the tradition of band marches, the 

music must lead toward some climactic build, a building of the ensemble. The New Orleans style 
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jazz band drives the musical conversation to a pinnacle of robust exuberance. Similar moments 

can be found in the call and response patterns during the liturgies of African American churches. 

The congregation feeds upon the enthusiasm of its members and minister, creating a strong bond 

and sense of community. 

 Just as a minister will lead a congregation in these call and response patterns, so too does 

the trumpet or cornet player lead the band in the New Orleans style. The cornetist/trumpeter must 

play a clear melody or lead so that everyone in the band can comprehend the topic of discussion. 

New Orleans trombonist Georg Brunis stated, “The nucleus of a good dixieland band is a good 

lead trumpet.”154 He must swing the band on a simply-stated melody in order to facilitate an 

intelligible and sophisticated musical conversation. Baker’s “Bunk Principle,” to play the melody 

as straight as possible clearly shows how the cornetist or trumpeter must first and foremost try 

and meet the needs of the music.155 Armstrong stated: 

These cats today couldn’t play a straight lead to save their lives. When I 
was coming up all you had to do was play what you see on them cards and you 
was a hell of a musician; you were swinging. Nowadays cats try and make the 
music as hard as possible so you think they’re really playing. They ain’t.156 

 
 The cornet player must execute a genuine sense of discipline and selflessness to lead the 

band well. As noted by Stravinsky, true creativity comes through imposing restriction;157 

therefore, such a narrow focus allows the cornet player to become original in his playing of the 

lead. A true New Orleans stylist is content with playing a clear, swinging lead that is done so 

purely for the betterment of the band. 
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 Russell stated that the essence of the New Orleans style is “playing a melody with a 

beat.”158 The irresistible beat of the New Orleans style creates the infectious swing that makes 

the listener want to get up and dance or at least tap his foot. Heitger said that “all New Orleans 

jazz has got to swing; and it’s got to have the blues.”159 This swinging beat and the infusion of 

the blues style are two features that permeate all New Orleans jazz. The blues brings to the music 

a predominance of dark timbres and a focus on the low notes. Not only is the New Orleans 

repertory filled with the blues as a genre but also as a style. The affect of the blues is a 

paradoxical one that causes the listener to have feelings of inherent sadness while experiencing 

joy, optimism, and a kind of life affirmation. “The blues is what is serious in jazz” purported 

Humphrey Lyttelton.160 For all jazz is only profound and genuine with the complete assimilation 

of the blues style. Without the weightiness and heaviness infused by the blues, all jazz is at best 

trivial and insincere. 

 In learning the New Orleans style, the student must engage in a critical study of the 

music. Complete immersion is necessary to effectively absorb the musical environment and 

patterns in a style so rooted in oral tradition. While the student should never attempt to simply 

copy another, assimilation of the musical vocabulary of the great jazz artists is somewhat 

necessary to naturally absorb these processes. Though the student, at times, may feel inclined to 

imitate another’s ideas to achieve a sense of sophistication or profundity; a unique sound and 

approach are the goal. New Orleans trumpeter Percy Humphrey once stated: 

Louis Armstrong told me, “Don’t try to imitate me or nobody else. Do 
your best to develop a style of your own. Play to satisfy yourself and the people 
you are playing for.” He said, “Don’t worry about what anybody else thinks. Only 
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the people you workin’ for, and the people you playing to, and you happy with 
it.”161 

 
 Most importantly the cornet player should strive to make a statement and connect with 

the audience and dancers. The New Orleans style is a celebratory music that should engage all of 

the people involved, from music makers to bystanders. The style takes music that is familiar to 

the people and charges it with that irresistible New Orleans beat. Struts, stomps, waltzes, 

marches, habañeras, blues, folk songs, popular songs—old and new, rags, cakewalks, et al., all 

find their way into the infectious swing of the New Orleans style. Therefore, the music should 

never be treated as a relic, but rather a living and breathing experience that serves as an invitation 

to all who are present to be part of its joyous and celebratory nature. Armstrong noted, “Like an 

old timer told me when I left New Orleans, ‘Stay before the people. Please the public.’ Well, I’m 

with him.”162 The public IS part of the experience of the New Orleans style (Italics and upper 

case are mine). 

 The crux of the New Orleans style rests on this relationship between musician and public. 

Perhaps it was the legendary “Big” Jim Robinson who said it best: 

I enjoy playing for people that are happy. I like to see people happy. If 
everybody is in a frisky spirit, the spirit gets to me and I can make my trombone 
sing. If my music makes people happy, I will try to do more. It is a challenge to 
me. I always want people around me. It gives me a warm heart and that gets into 
my music. When I play sweet music, I try to give my feelings to the other fellow. 
That’s always in my mind. Everyone in the world should know this.163 
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________. Talking Pictures. Climax Music Ltd. TORMAX 33008. 1981. LP Record. 
 
________. Travelling On. Climax Music Ltd. TORMAX CD023. 1999. CD. 
 
________. Toronto to New Orleans. Climax Music Ltd. TORMAX CD025. 2001. CD. 
 
________. Unpublished Recording. Old Town Pavilion: Sacramento, California.  

05.29.2004. Writable Compact Disc. 
 
________. Yes Sir! That’s My Baby. Climax Music Ltd. TORMAX CD018. 1995. CD. 
 
Collegians and The Ragtime Rascals. Charleston Dance Party. Living Sound. SYS 5105.  

LP Record. 
 
Come and Trip It: Instrumental Dance Music 1780s-1920s. New World Records.  

80293-2. 1994. Compact Disc. 
 
Coney Island Baby: 1990 TOP TWENTY Barber Shop Quartets. Intersound. CDD 559.  

1990. Compact Disc. 
 
Connick, Jr.,  Harry. Eleven. Columbia. CK 53171. 1992. Compact Disc. 
 
Coon-Sanders’ Original Nighthawk Orchestra. Coon-Sanders’ Original Nighthawk  

Orchestra, Volume Two. Tom. MB 112. Compact Disc. 
 
Cosentino, Paul. Paul Cosentino and the Boilermaker Jazz Band: Linger Awhile.  

Biograph Records. BCD 155. 1998. Compact Disc. 
 
Cox, Norrie. Norrie Cox and His New Orleans Stompers: Dance Hall Days. Delmark  

Records. DE-236. 1999. Compact Disc. 
 
________. Norrie Cox and His New Orleans Stompers: Live at Illiana. Delmark  

Records. DE-241. 2004. Compact Disc. 
 
________. Norrie Cox and His New Orleans Stompers: Move the Body Over. Delmark  

Records. DE-231. 1997. Compact Disc. 
 
Coyler, Ken. The Unknown New Orleans Sessions with Raymond Burke 1952-1953. 504  

Records and Cassettes. 504 CD 23. 1993. Compact Disc. 
 
Crosby, Bob. Bob Crosby and His Dixieland Bobcats. Fat Boy Records. FATCD 327.  

1995. Compact Disc. 
 
Daniels, Mr. Jack. Mr. Jack Daniel’s Original Silver Cornet Band: Cornet Marmalade.  
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Spring Branch Productions. SB7. 1989. Compact Disc. 
 
Dapogny, James. James Dapogny’s Chicago Jazz Band: On The Road. Schoolkids  

Records. SKR 1555. 1996. Compact Disc. 
 
Davison, Wild Bill. The Commodore Master Takes. GRP. CMD-405. 1997. Compact  

Disc. 
 
De Paris, Wilber. At Symphony Hall. Atlantic. 1253. 1956. Writeable Compact Disc of  

LP Record. 
 
________. Marchin’ & Swingin’. Atlantic. 1233. 1952. Writeable Compact Disc of LP  

Record. 
 
________. On The Rivera. Atlantic. 1363. 1960. Writeable Compact Disc of LP Record. 
 
________. Over and Over Again. Atlantic. 1552. 1968. Writeable Compact Disc of LP  

Record. 
 
________. Something Old, New, Gay, Blue. Atlantic. 1300. 1958. Writeable  

Compact Disc of LP Record. 
 
________. That’s A Plenty. Atlantic. 1314. 1959. Writeable Compact Disc of LP Record. 
 
________. The Wild Jazz Age. Atlantic. 1336. Writeable Compact Disc of LP Record. 
 
________. Wilbur De Paris Plays Cole Porter. Atlantic. 1288. 1958. Writeable Compact  

Disc of LP Record. 
 
De Paris, Wilbur, and Jimmy Witherspoon. New Orleans Blues. Atlantic. 1266. 1957.  

Writeable Compact Disc of LP Record. 
 
Di Napoli, Mike. Honky Tonk Classics Volume Two. Spinorama. MK 3046. LP Record. 
 
Dirty Dozen Brass Band. Jelly. Columbia. CK 53214. 1993. Compact Disc. 
 
Dixieland: The Birth of Jazz. Sony Music. A26417. 1995. Compact Disc. 
 
Dixie Stompers, The. Stock Yards Strut. Delmark. DE-229. 1995. Compact Disc. 
 
Dodds, Baby. Baby Dodds. American Music. AMCD-17. 1993. Compact Disc. 
 
Dodds, Johnny. Johnny Dodds 1926. Classics Records. 589. 1991. Compact Disc. 
 
________. Johnny Dodds 1926-1928. JSP Records. JSPCD 319. 1990. Compact Disc. 
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________. Johnny Dodds 1928-1940. Classics Records. 635. 1992. Compact Disc. 
 
________. The Myth of New Orleans. Giants of Jazz. CD 53077. 1990. Compact Disc. 
 
Dukes of Dixieland, The. At the Jazz band Ball. RCA Victor. LPM-2097. 1959. LP  

Record. 
 
________. Now Hear This…. Columbia. CSP 8593. 1962. LP Record. 
 
________. …You Have to Hear It to Believe It!. Audio Fidelity. AFSD 5840. 1959.  

LP Record. 
 
Dunn, Johnny. Cornet Blues. Frog. GFD33. 2000. Compact Disc. 
 
Dupin, Fred. Fred Dupin’s New Bumpers Jazz Band: Trip To New Orleans. Jazzology.  

JCD-344. 2004. Compact Disc. 
 
Dupree, Champion Jack. New Orleans Barrelhouse Boogie. Columbia/Legacy. CK  

52834. 1993. Compact Disc. 
 
Durante, Jimmy. Inka Dinka Doo. MCA Records. MCAD-20338. 1995. Compact Disc. 
 
Europe, James Reese. James Reese Europe: Featuring Noble Sissle. International  

Association of Jazz Records Collectors. CD 1012. 1996. Compact Disc. 
 
Eldridge, Roy. After You’ve Gone. GRP. GRD-605. 1991. Compact Disc. 
 
Ellington, Duke. Greatest Hits. BMG. 09026-68488-2. 1996. Compact Disc. 
 
________. The Bubber Miley Era: 1924-1929. Allegro Music. JAZ 1014. 2003.  

Compact Disc. 
 
________. The Jungle Band: The Brunswick Era, Volume Two, 1929-31. MCA Records.  

MCAD-42348. 1990. Compact Disc. 
 
Epsilon Jass Band. Volumes 1 & 2: 1965-1967. Unpublished Collection. Writable  

Compact Disc. 
 
Feinberg, Alan. Fascinatin’ Rhythm. Argo. 444 457-2. 1995. Compact Disc. 
 
Finn, Fred. Mickie Finn’s – America’s No. 1 Speakeasy. Dunhill. DS-50009. LP Record. 
 
________. Mickie Finn’s – America’s No. 1 Speakeasy, Vol. 2. Finnigan. FINS-2063.  

1973. LP Record. 
 
________. The Now Sound of  Mickie Finn’s. Dunhill. DS-50024. LP Record. 
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________. Saturday Night at Mickie Finn’s. Dunhill. DS-50013. LP Record. 
 
Firehouse Five Plus Two. Dixieland Favorites. Good Time Jazz. FCD-60-008. 1986.  

Compact Disc. 
 
________. Firehouse Five Plus Two Plays for Lovers. Good Time Jazz. GTJCD-12014- 

2. 1995. Compact Disc. 
 

________. Goes To Sea. Good Time Jazz. GTJCD-10028-2. 1995. Compact Disc. 
 
________. The Firehouse Five plus Two Story. Good Time Jazz. 2GTJCD-22055-2.  

1991. Compact Disc [2 disc set]. 
 
Fisher, Rob. Rob Fisher and The Coffee Club Orchestra: Shaking The Blues Away. Angel  

Records. CDM 7243 5 67508 2 1. 2000. Compact Disc.  
 
“Folks, He Sure Do Pull Some Bow!”  Vintage Fiddle Music 1927-1935.  Old Hat. CD- 

1003. 2001. Compact Disc. 
 
Fountain, Pete. Licorice Stick. Coral Records. CRL 757460. LP Record. 
 
________. Music to Turn You On. Coral Records. CRL 757496. LP Record. 
 
French Charleston Orchestra. Charleston. Laserlight. 15 339. 1993. Compact Disc. 
 
Giordano, Vince. Vince Giordano’s Nighthakws: Quality Shout!. Stomp Off. CD1260.  

1993. Compact Disc. 
 
Golden Era of Dixieland Jazz, The. Design Records. DLP 38. LP Record. 
 
Good Time Jazz Story. Good Time Jazz Records. 4GTJCD-4416-2. 1995. Compact Disc  

[4 disc set]. 
 
Goodman, Benny. Benny Goodman Orchestra. Laserlight. 15 762. 1991. Compact Disc. 
 
Goodman, Benny, and Jack Teagarden. B.G. and Big Tea in NYC. GRP Records.  

GRD-609. 1992. Compact Disc. 
 
Grand Dominion Jazz Band. Daddy’s Little Girl. Stomp Off Records. CD1337. 1998.  

Compact Disc. 
 
________. Smiles. Stomp Off Records. CD1330. 1997. Compact Disc. 
 
________. The Spiritual Album. Stomp Off Records. CD1291. 1995. Compact Disc. 
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Greatest Dixieland Bands, The. Husdon Record Co. 265. LP Record. 
 
Hackett, Bobby. Thanks Bobby. Dobre Records. DR 1004. 1958. LP Record. 
 
Hardin, Lil. Lil Hardin and Her Orchestra. Riverside. OJCCD-1823-2. 1993. Compact  

Disc. 
 
Harlem Jazz (1921-28): Victor Jazz History, Vol. 5. BMG Records. 74321 28559 2.  

1996. Compact Disc. 
 
Heitger, Duke. Duke Heitger and His Swing Band: Rhythm Is Our Business. Fantasy.  

FCD-9684-2. 2000. Compact Disc. 
 
________. Duke Heitger’s Big Four: Prince of Wails. Stomp Off. CD1367. 2001.  

Compact Disc. 
 
________. Duke Heitger’s Krazy Kapers. Jazzology. JCD-339. 2003. Compact Disc. 
 
________. Duke Heitger’s Steamboat Stompers. GHB. BCD-399. 1998. Compact Disc. 
 
Helm, Bob, and Carol Leigh. Bob Helm & Miss Carol Leigh’s Jazz Review: Act II – Ma  

‘N Bessie’s Greater Tent Show. Stomp Off Records. CD1332. 1998. Compact  
Disc. 

 
Henderson, Fletcher. Fletcher Henderson: Ken Burns Jazz. Columbia/Legacy. CK 61447.  

2000. Compact Disc. 
 
Higginbotham, J.C.. An Introduction to J. C. Higginbotham, His Best Recordings 1929- 

1940. Best of Jazz. 4037. 1996. Compact Disc. 
 
Hines, Earl. Earl “Fatha” Hines. Coronet Records. CXS-250. LP Record. 
 
Hirt, Al. At the Mardi Gras. RCA Victor. LSP-2497. 1962. LP Record. 
 
________. The Best of Al Hirt. Intersound. CDC 1021. 1992. Compact Disc. 
 
________. They’re Playing Our Song. RCA Victor. LPM-3492. 1966. LP Record. 
 
Hot Jazz 1928-1930. Hermes. HRM 6004. 1987. Compact Disc. 
 
Humphrey, Percy. Percy Humphrey and His Sympathy Five. American Music. AMCD- 

88. 1996. Compact Disc. 
 
________. Percy Humphrey & The Maryland Jazzband of Cologne: Jazz in Schloss  

Gracht. GHB. BCD-318. 1994. Compact Disc. 
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Independence Hall Jazz Band. Louis: The Oliver Years. Stomp Off Records. CD1384.  
2002. Compact Disc. 

 
Jackson French Quarter Dixieland Band, The. The Jackson French Quarter Dixieland  

Band. No publisher listed. 1997. Compact Disc. 
 
Jazz Is Where You Find It (1924-1930): The Extremely Rare and Unknown Bands.  

Timeless. CBC 1-048 Jazz. 1998. Compact Disc. 
 
Jazz of the 1920s: Greatest Hits. BMG. 09026-68734-2. 1997. Compact Disc. 
 
Jazz The World Forgot, Vol. 1. Yazoo. 2024. 1996. Compact Disc. 
 
Jazz The World Forgot, Vol 2. Yazoo. 2025. 1996. Compact Disc.  
 
Jazzin’ Babies. Flying Without Wings. Clambake. C-214. 1980. LP Record. 
 
Johnson, Bunk. Bunk Johnson 1944. American Music. AMCD-3. Writable Compact Disc 
 
________. Bunk Johnson 1944/45. American Music. AMCD-12. 1993. Compact Disc. 
 
________. Bunk Johnson Plays Popular Songs. American Music. AMCD-15. 1997.  

Compact Disc. 
 
________. Bunk’s Brass Band and Dance Band. American Music. AMCD-6. 1992.  

Compact Disc. 
 
________. King of the Blues. American Music. AMCD-1. Writable Compact Disc. 
 
________. The Complete “Jazz Information” Recordings. American Music. AMCD-119.  

2004. Compact Disc. 
 
Johnson, Bunk, and Lu Watters. Bunk & Lu. Good Time Jazz. GTCD-12024-2. 1990.  

Compact Disc. 
 
Johnson, Bunk, and Mutt Carey. Bunk Johnson and Mutt Carey in New York 1947.  

American Music. AMCD-45. 1993. Compact Disc. 
 
Johnson, Dink. Mr. Johnson Signing Off. Delmark Records. DE-646. 2004. Compact  

Disc. 
 
Jones, Jonah. Jonah Jones and Bobby Freedman Group. Spinorama. S-178. LP Record. 
 
________. Jumpin’ with Jonah. Capitol. 7243 5 24554 2 3. 2000. Compact Disc. 
 
________. Jumpin’ with Jonah Jones. Sears, Roebuck and Co. SP-407. LP Record. 
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________. The Greatest Dixieland Ever. Guest Star Records. GS-1420. LP Record. 
 
 
Just Dixie. Premier Collection. PS014. Compact Disc [2 disc set]. 
 
Keppard, Freddie. Freddie Keppard: New Orleans Giants – Vol. 1. Musiques Archives  

Documents. 151262. 1992. Compact Disc. 
 
________. Freddie Keppard: New Orleans Giants – Vol. 2. Musiques Archives  

Documents. 152222. 1993. Compact Disc. 
 
________. The Legendary Freddie Keppard. Columbia - The Smithsonian  

Collection. P 15141. 1979. LP Record. 
 
Kitchen Sinkopators, The. The Kitchen Sinkopators Take A Leak. 2001. Compact Disc. 
 
Knoblauch, George. George Knoblauch’s Black Diamond Blue Five: I’ve Got Horses  

and Numbers on My Mind. 1996. Writable Compact Disc. 
 
Lacy, Jack. Trombone on the Town. MGM. E/SE-4010. 1961. LP Record. 
 
Lambeth, Dawn. Dawn Lambeth: Midnight Blue. Spanish Shawl Music. SSM CD 001.  

2004. Compact Disc. 
 
Langue, Albert. Albert Langue and “The Dixie Stompers” du Hot Club de Belgique.  

Royale. 18116. 1954. LP Record. 
 
Le Petit Jazz Band de Mr. Morel. Farewell Blues. Stomp Off Records.  CD1343. 1999.  

Compact Disc. 
 
Lewis, George. Doctor Jazz. Good Time Jazz. GTJCD-12062-2. 1999. Compact Disc. 
 
________. George Lewis at San Jacinto Hall. GHB Records. BCD-34. 2003.  

Compact Disc. 
 
________. George Lewis in Stockholm 1959. Dragon. DRCD 221. 1992. Compact Disc. 
 
Lewis, George and Jimmy Yancey. Jazz at Preservation Hall, Pure Blues. Collectibles.  

COL-CD-6272. 1999. Compact Disc. 
 
Little, “Big” Tiny. “Big Tiny Little’s 20’s. Brunswick. BL 54057. LP Record. 
 
________. Honky Tonk Piano. Brunswick. BL 54049. LP Record. 
 
________. Make Room for “Big” Tiny Little. Brunswick. BL 54030. LP Record. 
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Lombardo, Guy. Guy Lombardo and His Royal Canadians Dance to the Songs  

Everybody Knows!. Decca. DL 74180. LP Record. 
 
________. Guy Lombardo and His Royal Canadians Go Dixie!. Capitol Records.  

ST 1648. LP Record. 
 
Louisiana Repertory Jazz Ensemble of New Orleans. Hot & Sweet Sounds of Lost New  

Orleans. Stomp Off Records.  S.O.S. 1140CD. 1986. Compact Disc. 
 
________. Marching, Ragging, and Mourning. Stomp Off Records. CD1197. 1994.  

Compact Disc. 
 
________. Moods of Old New Orleans. Naxos. 9506. 1995. Compact Disc. 
 
________. The Golden Age of New Orleans. Naxos. 3507. 1996. Compact Disc. 
 
________. Uptown Jazz. Stomp Off Records. CD1055. 1992. Compact Disc. 
 
Maddox, Johnny. Tap Dance Rhythms. Dot Records. DLP-3008. LP Record. 
 
________. The Alley Cat and Other Piano Roll Favorites. Pickwick. SPC-3097. LP  

Record. 
 
Manone, Wingy. Wingy Manone and His Orchestra 1927-1934. Classics Records.  

Classics 774. 1994. Compact Disc. 
 
Marsalis, Wynton. Mr. Jelly Lord – Standard Time, Vol. 6. Columbia. CK 69872. 1999.  

Compact Disc. 
 
Martyn, Barry. Barry Martyn on Tour 1969. GHB. BCD-255. 1994. Compact Disc. 
 
________. Barry Martyn’s Down Home Boys. Sackville Recordings. SKCD2-3056.  

1993. Compact Disc. 
 
________. Vintage Barry Martyn 1959-1970. GHB Records. BCD-75. 1996. Compact  

Disc. 
 
Mason, Phil. Phil Mason’s New Orleans All-Stars: A Groovy Kind of Jazz. Timeless  

Records. TTD636. 2000. Compact Disc. 
 

Masters of Jazz, Vol. 1: Traditional Jazz Classics. Rhino Records. R2 72468/A 26944.  
1996. Compact Disc. 

 
McKinney’s Cotton Pickers. McKinney’s Cotton Pickers 1929-1930. Classics Records.  

625. 1992. Compact Disc. 
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Mellor, Steve. LIVE! In Hanover. Chicago Rhythm Audio Productions. CRCD 20012.  

2001. Compact Disc. 
 
Memphis Jug Band. Memphis Jug Band. Yazoo. 1067. 1990. Compact Disc. 
 
Middleton, Marilyn. Marilyn Middleton with Steve Mellor’s Chicago Hoods: “LIVE in  

Concert” Volume II. Chicago Rhythm Audio Productions. CRCD 20031. 2003.  
Compact Disc. 

 
________. Marilyn Middleton & Steve Mellor’s Chicago Hoods: Red, Hot and Blue.   

Lake Records. LACD42. 1994. Compact Disc. 
 
Middleton, Marilyn, and Grant Baynham, Steve Mellor. “Stuff”. Chicago Rhythm Audio  

Productions. CRCD 20021. 2002. Compact Disc. 
 
Miller, Emmett. Minstrel Man from Georgia. Columbia/LegaCY. Ck 66999. 1996.  

Compact Disc. 
 
Miller, Punch. Punch Miller (1925-1930). RST Records. JPCD-1517-2. 1995. Compact  

Disc. 
 
Milne, Bob. Folk Songs, Barrelhouse & Ragtime. Woodland Press. 1993. Compact Disc. 
 
________. Old Songs & Old Rags. Woodland Press. 1997. Compact Disc. 
 
Morton, Jelly Roll. Doctor Jazz. ASV, Ltd. CD AJA 5125. 1994. Compact Disc. 
________. Greatest Hits. BMG. 09026-68500-2. 1996. Compact Disc. 
 
________. Anamule Dance, The Library of Congress Recordings, Volume 2. Rounder  

Records. CD 1092. 1993. Compact Disc. 
 
________. Kansas City Stomp, The Library of Congress Recordings, Volume 1. Rounder  

Records. CD 1091. 1993. Compact Disc. 
 
________. Mr. Jelly Roll. Tomato Music Works Ltd. TOM-2034. 2003. Compact Disc. 
 
________. The Pearls, The Library of Congress Recordings, Volume 3. Rounder  

Records. CD 1093. 1993. Compact Disc. 
 
________. Whinin’ Boy Blues, The Library of Congress Recordings, Volume 4. Rounder  

Records. CD 1094. 1993. Compact Disc. 
 
Murphy, Turk. Turk Murphy’s Jazz Band: Concert in the Park. Merry Makers Records  

Company. MMRC-CD-12. 1986. Compact Disc. 
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New Black Eagles. The Eagles Flew West. Ilbo Productions. Ilbo 107. 2000.  
Compact Disc.  

 
New Orleans All-Stars. Saints: Dixieland’s Greatest Hits. Intersound. CDJ 739. 1994.  

Compact Disc. 
 
New Orleans Delight. New Orleans Delight featuring Chris Tyle: True. Music Mecca.  

CD4054-2. 2004. Compact Disc. 
 
New Orleans In New Orleans. EPM. Jazz Archives N° 68. 1993. Compact Disc. 
 
New Orleans Owls. The Owl’s Hoot. Frog. DGF2. 1994. Compact Disc. 
 
New Orleans Ragtime Orchestra. Creole Belles. Arhoole. CD 420. 1994. Compact Disc. 
 
________. New Orleans Ragtime Orchestra. GHB. BCD-210. 1991. Compact Disc. 
 
New Orleans Rhythm Kings. New Orleans Rhythm Kings and Jelly Roll Morton.  

Milestone. MCD-47020-2. 1992. Compact Disc. 
 
New Orleans Traditional Jazz Legends. Mardi Gras Records. MG3000. 1994. Compact  

Disc [6 disc set].  
 
New Reformation Band. Just Kiddin’ Around. Album #15. 2001. Compact Disc. 
 
New Vaudeville Band, The. Winchester Cathedral. Fontana. MGF 27560. LP Record. 
 
New York Horns 1924-1928. Musiques Archives Documents. 151022. 1990. Compact  

Disc. 
 
New York Jazz Ensemble, The. The Bunk Project. Music Masters. 01612-65098-2. 1993.  

Compact Disc. 
 
Nicholas, Wooden Joe. Wooden Joe Nicholas. American Music. AMCD-5. 1992.  

Compact Disc, 
 
Nichols. Red. Red Nichols 1929. Classics Records. Classics 1332. 2003. Compact Disc. 
 
________. Red Nichols’ and His Five Pennies. Mark 56 Records. 612. LP Record. 
 
Noone, Jimmie. Apex Blues. GRP. GRD-633. 1994. Compact Disc. 
 
________. The Apex of New Orleans Jazz: Jimmie Noone. AVS, Ltd. CDC AJA  

5235. 1997. Compact Disc. 
 
O’Toole, “Knuckles”. Knuckles O’Toole Plays Honky Tonk Piano. Grand Award Record  
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Co. GA 204 SD. 1966. LP Record. 
 

Odetta. Odetta and the Blues. Riverside. OBCCD-509-2. 1991. Compact Disc. 
 
Old Mill Stream: The 1991 Top-20 Barbershop Quartets. Intersound. CDD 3404. 1992.  

Compact Disc. 
 
Oliver, King. King Oliver, Volume Two, Great Original Performances 1927-1930. CDS  

Records. Limited. RPCD 608. 1992. Compact Disc. 
 
________. King Oliver’s Creole Jazz Band: The Complete Set. Retrieval. RTR 79007.  

1995. Compact Disc. 
 
________. Sugar Foot Stomp. GRP. GRD-616. 1992. Compact Disc. 
 
Original Dixieland Jazz Band, The. The Complete Original Dixieland Jazz Band (1917- 

1936). BMG Music. RCA 66608-2 07863. 1992. Compact Disc. 
 
Original Dixieland Stompers, The. When The Saints. Laserlight. 15 019. 1987. Compact  

Disc. 
 
Original Salty Dogs. Down In Honky Tonky Town. Stomp Off. S.O.S. 1115.  

1985. LP Record. 
 
________. Free Wheeling with the Original Salty Dogs. GHB Records. BCD-44. 1997.  

Compact Disc. 
 
Ory, Kid. Kid Ory: 1922-1945. Classics Records.  Classics 1069. 1999. Compact Disc. 
 
________. Kid Ory: 1945-1950. Classics Records. Classics 1183. 2001. Compact Disc. 
 
________. Kid Ory’s Creole Jazz Band. Goot Time Jazz. GTJCD-12008-2. 1992.  

Compact Disc. 
 
Parham, Tiny. Tiny Parham & the Blues Singers. Document Records. DOCD-5341.  

1995. Compact Disc. 
 
Payton, Nicholas. Gumbo Nouveau. Verve. 314 531 199-2. 1996. Compact Disc.  
 
Peabody, Eddie. Man with the Banjo. Dot Records. DLP-110. 1955. LP Record. 
 
________. The Banjo Wizardry of Eddie Peabody. Dot Records. DLP-3032. LP Record. 
 
Perry, Jennifer. Ragtime Rick Presents Jennifer Perry: There’ll Be No Freebies. Ragtime  

Rick, Inc. 2000. Compact Disc. 
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Persson, Bent. Louis Armstrong’s ’50 Hot Choruses for Cornet (1927) as recreated by  
Bent Persson, Volume 1-2. Kenneth Records. Kenneth 3411. 1996. Compact Disc. 

 
________. Louis Armstrong’s ’50 Hot Choruses for Cornet (1927) as recreated by  

Bent Persson, Volume 3-4. Kenneth Records. Kenneth 3413. 1998. Compact Disc. 
 
Petit Jazz Band, Le. Baby!. Stomp Off Records. CD1403. 2004. Compact Disc. 
 
Pierce, Billie, and DeDe Pierce. Billie and DeDe Pierce – Blues in the Classic Tradition.  

Riverside. RLP 9370. 1961. LP Record. 
 
Preservation Hall Jazz Band. Because of You. Sony. SK 60327. 1998. Compact Disc. 
 
________. New Orleans, Vol. I. CBS Records. MK 34549. 1977. Compact Disc. 
 
________. New Orleans, Vol. II. CBS Records. MK 37780. 1982. Compact Disc. 
 
________. Preservation Hall Jazz Band Live!. Sony. SK 48189. 1992. Compact Disc. 
 
________. The Best of the Early Years. Preservation Hall Recordings. VPS-0303. 2004.  

Compact Disc. 
 
Rags to Rhythms. Memphis Archives. MA7011. 1994. Compact Disc. 
 
Ragtimers, The. Let the Good Times In. RCA Camden. CAL-2150. 1967. LP Record. 
 
Rainey, Ma. Ma Rainey’s Black Bottom. Yazoo. 1071. 1990. Compact Disc. 
 
Raunchy Business: Hot Nuts and Lollypops. Columbia/Legacy. CK 46783. 1991.  

Compact Disc. 
 
RCA Victor 80th Anniversary, The First Label in Jazz, Vol. 1, 1917-1929. BMG. 09026- 

68777-2. 1997. Compact Disc. 
 
ReBirth Brass Band. The Main Event: Live At The Maple Leaf. Louisian Red Hot  

Records. LRHR 1116. 1999. Compact Disc. 
 
Redbone, Leon. Sugar. Blue Thumb Records. 314 549 765-2. 1990. Compact Disc. 
 
Reeves, Reuben. The Complete Vocalions 1928-1933. Timeless. CBC 1-039. 1997.  

Compact Disc. 
 
Rent Party Revellers. She Was Just A Sailor’s Sweetheart. Stomp Off Records. CD1220.  

1990. Compact Disc. 
 
________. Tex Wyndham and the Rent Party Revellers: Sources of Dixieland Jazz and A  
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Guide to Dixieland Jazz. WKT 002-3-4. 2001. Compact Disc. 
 
Rhythm Rascals Washboard Band. Futuristic Jungleism. Zasu Records. No. 2. 1995.  

Compact Disc. 
 
Ritz, The. I’m Beginning To See The Light. Ritz Recordings. AVL90139CD. Compact  

Disc. 
 
Robinson, Jim. Classic New Orleans Jazz, Vol. 2. Biograph. BCD 128 ADD. 1993.  

Compact Disc. 
 
________. Jim Robinson Plays Spirituals and Blues. Riverside. OJCCD-1846-2.  

1994. Compact Disc. 
 
________. Jim Robinson’s New Orleans Band. Riverside. OJCCD-1844-2. 1994.  

Compact Disc. 
 
Rubenstein, Roy. Roy Rubenstein’s Chicago Hot 6: Shout ‘Em!. Delmark Records. DE- 

227. 1994. Compact Disc. 
 
Russell, Pee Wee. Pee Wee Russell, Jazz Original. GRP Records. CMD-404. 1997.  

Compact Disc. 
 
________. Portrait of Pee Wee. DCC Compact Classics. DJZ-611. 1991. Compact Disc. 
 
________. Swingin’ with Pee Wee. Prestige. PRCD-24213-2. 1999. Compact Disc. 
 
________. We’re in the Money. Black Lion. BLCD760909. 1988. Compact Disc. 
 
St. Louis Ragtimers, The. The St. Louis Ragtimers, Volume 2. GHB. BCD-362. 1996.  

Compact Disc. 
 
Salty Dogs Jazz Band. Long, Deep & Wide. GHB. BCD-237. 1989. Compact Disc. 
 
Sandke, Randy. Randy Sandke and the New York Allstars: The Re-discovered Louis and  

Bix. Nagel Heyer Records. CD 058. 2000. Compact Disc. 
 
Saunders, Tom. Tom Saunder’s Wild Bill Davison Band & Guests: Exactly Like You.  

Nagel Heyer Records. CD 023. 1996. Compact Disc. 
 
Scott Joplin & the Age of Ragtime. Sony Music. A26945. 1996. Compact Disc. 
 
Scobey, Bob. Bob Scobey’s Frisco Band. Good Time Jazz. GTJCD-12006-2. 1991.  

Compact Disc. 
 
________. Bob Scobey’s Frisco Band: Riverboat Shuffle. Giants of Jazz. CD 53156.  
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1997. Compact Disc. 
 
________. Bob Scobey’s Frisco Band: Scobey and Clancey. Good Time Jazz. GTCD- 

12009-2. Compact Disc. 
 
________. Bob Scobey’s Frisco Band: The Bob Scobey Story, Vol.1. Good Time Jazz.  

GTCD-12032-2. 1991. Compact Disc. 
 
________. Bob Scobey’s Frisco Band: The Bob Scobey Story, Vol.2. Good Time Jazz.  

GTCD-12033-2. 1990. Compact Disc. 
 
________. Swingin’ on the Golden Gate. RCA Victor. LPM-1448. LP Record. 
 
Shafer, Ted. Ted Shafer’s Jelly Roll Jazz Band: Toe-Tapping Dixieland Jazz. Merry  

Makers Record Company. MMRC-CD-13. Compact Disc. 
 
Silver Leaf Jazz Band. Jelly’s Best Jam. Good Time Jazz. GTJCD-15002-2. 1994.  

Compact Disc. 
 
________. Streets and Scenes of New Orleans: A Portrait in Jazz of the Big  

Easy. Good Time Jazz. GTJCD-15001-2. 1993. Compact Disc. 
 
Smith, Bessie. Empty Bed Blues. ASV, Ltd. CD AJA 5213. 1996. Compact Disc. 
 
Smith, Hal. Hal Smith’s California Swing Cats: Swing, Brother, Swing. Jazzology. JCD- 

255. 1995. Compact Disc. 
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AMCD-109. 2000. Compact Disc. 
 
Squirrel Nut Zippers. Hot. Mammoth. MR0137-2. 1996. Compact Disc. 
 
Sunset Music Company. Unpublished Recording. California: c. 1972. Writable Compact  

Disc. 
 
Sutton, Ralph. A Salute to Fats. Harmony. HL 7019. LP Record. 
 
Sutton, Ralph, and Jay McShann. Last of the Whorehouse Piano Players. Chiaroscuro  
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Turner, Joe. Boss Of The Blues. Atlantic. 1234. 1956. Writeable Compact Disc of LP  

Record. 
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Waddell, Steve. Steve Waddell’s Creole Belles: Egyptian Ella. Stomp Off Records.  
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Yerba Buena Stompers. Babary Coast Favorites. Stomp Off Records. CD1375. 2002.  

Compact Disc. 
 
________. Dawn Club Favorites. Stomp Off Records. CD1369. 2001. Compact Disc. 
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Track 1: American Soldier 
 

Scott Horsington, E-flat clarinet; Desiree Schaefer, Louis E. Wilson Jr., B-flat clarinets; Aaron Rovitz, 
tenor saxophone; Sean Boyd, Nick DelBello, Mike Garabedian, Ryan Messina, Bryan Plunkett, cornets; 
Dana Barrett, Charles Santangelo, horns; Andrew Bennett, Craig Sauers, trombones; Cheri Wopperer, 
euphonium; Andy Ehnes, tuba; Mike MacGough, Matt Wilson, percussion; David Kosmyna, conductor. 
February 5, 2006. Fredonia, NY. 

 
 
Track 2: Bugle Boy March – incomplete 
 

Raymond Heitger, clarinet; David Kosmyna, cornet; Robert Shanahan, trombone; Betsy Grafing, tenor 
banjo; Benjamin Harnish, tuba; James Fagnano, drums; John Grafing, recording engineer.  
July 14, 2003. Toledo, OH. 

 
 
Track 3: American Soldier and Bugle Boy March – 2nd strain, 1st half 
 
 
Track 4: Bugle Boy March – clarinet 
 
 
Track 5: Bugle Boy March – cornet 
 
 
Track 6: Bugle Boy March – trombone 
 
 
Track 7: Bugle Boy March – banjo 
 
 
Track 8: Bugle Boy March – tuba 
 
 
Track 9: Bugle Boy March – drums 
 
 
Track 10: Bugle Boy March – cornet and trombone 
 
 
Track 11: American Soldier – cornet and bass 
 
 
Track 12: Bugle Boy March – motivic exchange 
 
 
Track 13: Bugle Boy March – complete 
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Track 14: Bugle Boy March 1st strain – Theme and Variation 
 
 
Track 15: Bugle Boy March 2nd strain – Theme and Variation 
 
 
Track 16: Bugle Boy March Trio – Theme and Variation 
 
 
Track 17: Mobile Stomp – Introduction and 1st chorus excerpt 
 

Sam Morgan’s Jazz Band: Sam Morgan, Ike Morgan, cornets; Jim Robinson, trombone; Earl Fouche, alto 
saxophone; Andrew Morgan, clarinet, tenor saxophone; Tink Baptiste, piano; Johnny Davis, banjo; Sidney 
Brown, bass; Nolan Williams, drums. April 14, 1927. New Orleans, LA. 

 
 
Track 18: Comparison – a non-swinging beat as opposed to a swinging New Orleans beat 
 
 
Track 19: What Ya Want Me To Do? 
 

Raymond Heitger, clarinet; Rick Grafing, piano; David Kosmyna, cornet. August 28, 2005. Fredonia, NY. 
 
 
Track 20: Memories excerpt 
 

Same personnel and date as 2. 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 



 125

APPENDIX II: 
 

Style Survey 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 126

ALPHABETICAL LISTING OF PARTICIPANTS 
 
 
Jim Armstrong—trombone, trumpet 
 
Colin Bowden—drums 
 
Jim Buchmann—clarinet, saxcello 
 
Chris Daniels—double bass 
 
Bob Erwig—cornet 
 
Len Gosing—trombone 
 
Gerry Green—alto saxophone, clarinet 
 
Raymond Albert Heitger—clarinet, soprano saxophone 
 
Jim Leigh—trombone 
 
Jim Marsh—tenor banjo, tenor guitar 
 
Peter E. Pepke—drums, trombone 
 
Bill Richards—piano 
 
Jim Ritter—cornet 
 
Robert E. Shanahan—cornet, trombone, tuba 
 
Harold W. Smith—drums 
 
Bert Thompson—drums 
 
Chris Tyle—clarinet, cornet, drums 
 
Jack Vincken—banjo 
 
Charles Wright—clarinet, soprano saxophone 
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Hi Dave:  
 
A few thoughts on the questions posed in your survey, and note that some of  
them are combined.  
 
Name:  Jim Armstrong  
 
2) Born 1939 in Belfast, N. Ireland  
 
3) Trombone and trumpet  
 
4) Became interested in jazz in my mid-teens (The Glenn Miller Story and The Benny Goodman 
Story were movies that sparked my interest).  
 
5+6) In my teens I was a member of a youth organization somewhat similar to the Boy Scouts. 
Our company had a brass band and because all my pals were in the band I joined too. I started on 
2nd Eb alto horn playing mainly the "pa-pa" while the bass intruments were playing the "oom" in 
waltzes and marches and the like. Someone once remarked that "you have a musical ear", an 
expression that was totally meaningless to me, but I soon realised that I almost instinctively 
knew what the next note was going to be, (see the following comment about choral singing), or, 
as was often the case because budget restraints meant that our band director had to write a lot of 
the arrangements, when a note should have been flat or sharp instead of natural. As a result I 
began to rely on my ear more than on the written music (see #10, 13, 14) not only for the notes 
but also how the tune went, in other words musical memory. Almost invariably when I had heard 
the piece once, I could remember it and play it more-or-less as written.  
 
Another key to my musical training is that back in the Stone Age when I was at school, music 
classes meant singing, whether you had a voice or not. I believe that through singing you acquire 
a sense of pitch, "in tune-ness", and what harmony means. I didn't have any theory training and, 
though my reading is rudimentary at best, I seemed to know when things sounded right or when 
they didn't (see # 13, 15, 16). Singing in the choral context, which is all that we had in those 
days, gives you an idea not only of what you are supposed to be singing but also the roles of the 
other voices. Transfer this knowledge to ensemble playing in a jazz band and you have the same 
idea.  
 
And by the way, in answer to question # 16, in any band that I play/have played in the "right" 
chords are the ones that everyone agrees to play in any given tune. For example, in "Just a Closer 
Walk with Thee" (let us assume in Bb) at bar #12 is the "right" chord Bb dim or Eb minor? 
Whichever chord it is it can only be considered "right" if everybody is playing the same one. 
Change the chords if you wish but make sure that everybody is "on the same page". 
 
Having been "awakened" to jazz by the afore-mentioned movies I acquired a book called, as I 
recall, The History of Jazz. I don't remember the author (somebody Harrison) but it was 
published in paper-back by a company in Britain called Penguin Books, very big in the paper-
back business in those days. Not only did it cover the history of jazz from the earliest days of 
work songs, spirituals, marches, and blues and so on up to the then-current "bebop" school, but, 
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most important to me, the last chapter was titled "So you want to be a jazz musician". In it the 
author suggested that whichever instrument you were interested in playing you should listen to 
records of people playing that instrument and try to play along with them (see #10,11, 12). In 
those days there were no Eb tenor horns or euphoniums (to which I had since graduated) in N.O. 
jazz so what should I do? I could take up the trumpet because I knew the 3-valve fingerings but I 
would have to go from a large euphonium mouthpiece to a small trumpet/cornet mouthpiece, or I 
could stay with the large mouthpiece and learn the slide positions of a trombone. My best pal 
was a trombone player and it was he who showed me the positions. My afore-mentioned 
"musical ear" told me when the note was flat or sharp and if you hit the wrong one you could 
always "slide" up or down to the correct one.  
 
In the mid- to late 50's the Chris Barber band was very big in Britain and I started to buy and 
listen to his records and try to do what he did on trombone. Thus I not only learned how to play 
the instrument in that genre but also got a feeling for what was the role of the other front-line 
instruments and the rhythm section, (see # 17, 18). I have, naturally, listened to other trombone 
players but there is no doubt that Chris Barber, rightly or wrongly, left his mark on my style and 
I make no apologies for it. Similarly, my great exposure to his music also exposed me to that of 
Pat Halcox, his trumpet player, and, while I don't pretend for one moment to sound or play 
anything like him, I still admire his style, his technique, his attack, and his soloing (see # 23, 24). 
Other bands to which we Brit-traddies listened in those days were Ken Colyer, Acker Bilk, 
Kenny Ball, and, to a lesser extent, Alex Welsh, the Dutch Swing College, and Papa Bue's 
Viking J.B. Note that we listened to very few American bands although a lot of guys did go back 
to the "originals" such as the New Orleans Rhythm Kings, the Red Hot Peppers and various 
groups including the likes of Kid Ory, George Lewis, Red Allen, Jelly Roll Morton, Bix, Luis 
Russell, and so on. 
 
By now you will have gotten the correct impression that I was/am influenced by the so-called 
British Trad School (not unlike a certain Toronto-based group which will remain un-named) and 
I must confess that I have no love or admiration for the so-called New Orleans musicians from 
the old days. To this day I cannot understand the attraction for the "purists" of the likes of 
George Lewis (has he never heard of tuning?), Kid Ory, Bunk Johnson or his trombonist Big Jim 
Robinson. In fact, I often shake my head at the almost reverent way in which their names are 
mentioned by some of my colleagues who also will remain un-named, and it brings to mind a 
comment made by Brian Shaw, trumpet/cornet player with the High Sierra who remarked that 
Dixielanders (his name for N.O. style players) "always seem to revel in their own inadequacies". 
Authentic it may be but their playing, their repertoire and their style leave me completely cold.  
 
Louis Armstrong is, of course, a different matter and I have always been a great admirer of his 
playing, particularly the Hot Five and Seven era. I suppose one could level the criticism that 
Louis' stuff became a show-case for him and he surrounded himself with a group of supporting 
players the better to show off his prodigious skills. In other words, it was the Louis Armstrong 
Show and not the N.O. style which follows a more ensemble-playing approach. I will leave that 
argument to others more qualified than I to discuss. 
 
Well, I have gone on and on about MY approach and I don't know if it will help you or not. I do 
think that in a N.O. style band the role of the trumpet/cornet is to supply the lead and leave the 
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"fireworks" to the solos. And on the subject of solos I think that "playing within the style" is the 
most important thing for a young, beginning trumpet player to learn, and that style can only be 
acquired by listening to other musicians in the genre via recordings or, less frequently, live 
performance. Besides, in a "live" performance there is no chance to rewind and play it again.  
 
Let me finish on a personal note that might high-light what I think is the main obstacle facing the 
beginner/young muso. When I was teaching high school (History and French but NOT music!), I 
used to sit in with the school band for special occasions, assemblies, concerts and so on. Like 
most school bands they were always short of trombone players. One of the hot-shot trumpet 
players asked me for lessons and "how do you learn all that stuff?" I told him about my 
experience, about listening for hours and hours and hours to my favourite bands and musicians, 
and the amount of time I spent playing along with records. As I spoke I could almost see his eyes 
glazing over as I mentioned the concept of time needed to acquire these skills. It was as if he 
thought I could give him some "magic bullet" which would instantly transform him into a jazz 
muso. I think that time is the thing that will eventually let you develop your own style and, 
having acquired that style, will let you then develop in other directions. The key to being a good 
musician, at least in any of the jazz fields, is to be able to adapt your style or your technique to 
what that particular band requires. That way you are more likely to get hired because the band 
will know that you can provide what they need on any given gig. Being able to play hundreds of 
notes in one breath or to shriek loudly in the extreme upper register will do you no good if you 
can't play the melody to "Won't You Come Home Bill Bailey". 
 
Dave, I hope some of this is of some value and if you need any more "material" don't hesitate to 
ask. Good luck with the project.  
 
Cheers!  
 
Irish Jim 
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1. Name:  
 
Colin Bowden 
 
2. Date and place of birth:  
 
Hampstead London 29th February, 1932 
 
3. Primary Instrument(s):  
 
Drums 
 
4. Age you became interested in New Orleans jazz:  
 
16yrs 
 
5. Age you began to play New Orleans jazz:  
 
19yrs 
 
6. Brief synopsis of your playing career. 
 
Started playing regularly with Cy Laurie 1953 in Soho district of London, with Al Fairweather 
and Sonny Morris 1954/5. Turned professional in 1955 with Ken Cloyer until 1961. Freelanced 
until 1963, playing with Alan Elsdon, Ken Sims, Dougie Richford and Nat Gonella. Became 
semi pro in 1963 for the rest of my career. Recorded with, KenColyer, Sonny Morris, Humphrey 
Lyttleton, Chris Barber, Alex Welsh, George Lewis, Kenny Davern, Art Hodes, Lonnie Donegan 
and other one off sessions. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
As this type of musicality depends on the sharing of the performance it is not necessarily solely 
applicable to N.O. jazz. The ensemble sound of free improvisation within the N.O. framework is 
unique. The trumpet lead with the clarinet counter and trombone filling in underneath, the 
rhythm section lead by the drummer who is following the trumpet, is in point a very tight 
framework if performed properly. This is a broad generalization as the principal concept can be 
applied to varying instruments, as long as the principal of melodic lead and rhythmic lead is 
adhered to (Louis Armstrong Hot Fives and N.O. Wanderers with no drums). Written 
arrangements incorporating the original concept can be heard in the bands of King Oliver, 
Jellyroll Morton, Sam Morgan, last recording of Bunk Johnson and the N.O. dance bands of the 
late twenties. It is a very wide subject to encapsulate. 
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8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
This is very dependant on the caliber of the musician and how new an arrangement is. The Count 
Basie Band of the fifties recorded the “Atomic Mr Basie” and then a live session was released of 
the same arrangements after being on the road for six months. The comparison is startling, but 
there again the recordings of Morton’s Red Hot Peppers stand up pretty well. The conversation 
probably does change a little with written arrangements being the looser, but it is not competition 
but a change in musical approach. 
  
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
Listen to Louis, recordings of the earlier players and band is a must, the original sheet music for 
all the themes, chords and keys. A large number of pieces have had verses middle eights and the 
keys changed, often to the detriment of the number. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I was never a reading musician, within three years I was playing seven nights a week with the 
Ken Colyer Jazzmen, head arrangements all the way, many evolved during a performance. This 
is not a criterior, it was my situation at the time 
 
11. Do/did you play along with recordings? 
 
When I first started I used a windup grammephone and played to Jelly Roll Morton 78s 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I kept my ideals, that were unfashionable at the time, by teaching myself. I do think in retrospect 
that a more academic approach would have been more beneficial, but would I have had the same 
sound?  
 
13. Can you read music? 
 
No. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
The first time I heard the Oliver Band it was a glorious jumble. When I listen now I can separate 
the different instruments and it is still glorious. 
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15. Do you think about chords when you play? 
 
I cannot count bars, I go completely by the melody line. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?  
 
A good piece can be ruined by changing its construction or key 
. 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Keep at it every day, records, chord books and sheet music. Find musical friends. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
Play with other musicians at every opportunity, keeping your original goal in sight. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Depends how old and fit you are. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
It’s not what you do it’s the way that you do it.  Tiger Rag or The Saints are two good examples. 
Play Tiger Rag at a lazy mid tempo or The Saints at the N.O. parade band speed and see how the 
tunes change. Panama Rag in LA [Latin-American] time is another one. A song is as banal as 
the band makes it, if a number is requested a lot play but not five times on the same night. 
 
21. Many young bands do not swing. Can you describe swing? 
 
No 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
Keep the tempo real slow and just play twelve bar blues sequences. It is very hard to do properly. 
 
23. Which trumpet players model a good ensemble lead? 
 
Louis, Herb Morand, Bunk Johnson, Elmer Talbert, Kid Shots Madison, Percy Humphry, Ken 
Colyer and many more. These are my favourites for that type of lead. 
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24. Which trumpet players model good solo conception? 
 
Louis 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
No, it depends upon the piece he is playing and the mood he is in. 
 
26. Do you have any other thoughts you would like to share? 
 
Can I go now? 
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1. Name:  
 
Jim Buchmann 
 
2. Date and Place of Birth:      
 
9-22-40   Salem, Oregon 
 
3. Primary Instrument:    
 
Clarinet (also soprano, alto, tenor & bass saxes) 
 
4. Age you became interested in N.O. Jazz:   
 
12 
 
5. Age you began to play N.O. Jazz:      
 
15 
 
6. Brief synopsis of your playing career:    
 
“Gentleman Jim” Buchmann – Reeds 
 
Dubbed “Gentleman Jim” while playing with the high-energy, Toronto based Climax Jazz Band, 
during the late 70’s and “The Good Dog” by the Black Dogs a decade later, Jim’s monikers are 
well-deserved and consistent. 
 
Possessing as wide a range of classic jazz experience as any Reedman around, Jim has appeared 
with many internationally known jazz artists; among them, Peter Appleyard, Bob Wilber, Max 
Kaminsky, Turk Murphy, Kenny Davern, Dick Cary, Bill Allred, Peter Schilperoot, Bob Havens, 
Henry Cuesta, Humphrey Lyttleton, Colin Bowden and Ralph Sutton. 
 
You may remember Jim as the reed player with Don Kinch’s Conductors, Borgy’s Banjo 
Reunion, the Rent Party Revellers, the original Black Dogs, Rosie O’Grady’s Good Time Jazz 
Band, Big Mama Sue’s Follies, the 10th Avenue Jazz Band, and the Rhythm Rascals, and his 
own group, Toronto Jazz.  Because of his extensive musical background and his ability to play 
different styles of jazz, Jim became a favorite on the Dixieland circuit as the “Sweet Substitute” 
where he has been the substitute reed player with bands such as:  Natural Gas, Buck Creek, 
Grand Dominion, Nightblooming Jazzmen, Dixieland Express, Pepper and Fine Thyme, the 
Boondockers and the Bix Beiderbecke Memorial Jazz Band. 
 
Jim assembled his own “studio” group, which he called “The Occasional Jazz Band” to record a 
feature CD called “Sweet Substitute”. 
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Currently credited with 38 recordings, Jim is particularly proud of “All The Girls Go Crazy”.  
The Climax Jazz Band recently won the best album award for 2003 in the traditional/classic jazz 
performance category, presented by the Canadian Collectors’ Congress. 
 
It was during the 1987 Sacramento Jubilee while Jim was appearing with the Rosie O’Grady’s 
Good Time Jazz Band that he was chosen from among 125 other woodwind players to fill the 
coveted reed position on the World All Star Dixieland Jazz Band.   
 
As a jazz camp instructor, Jim has taught trad jazz principles and techniques at Mammoth Lakes 
(6 years) and Sacramento (8 years) and performed with the Professors’ Band at festivals as well.  
His best advice to his reed students?  “When in doubt, play the melody.” 
 
Over the last four years while still working at Walt Disney World’s Epcot Center, Jim became a 
sideman with the showband at the Germany Pavilion.  Martin V. Gross, it’s leader, developed an 
additional show group to perform with various orchestras throughout the U.S.  as a pops concert 
attraction.  The Sonnenschein Express has enjoyed a remarkable success, having performed with 
the Oktoberfest Zinzinnati Pops conducted by Erich Kunzel, and the Minneapolis Pops Orchestra 
conducted by Doc Severinsen for their “Doctoberfest” celebrations.  Other orchestras have 
included Naples, Tulsa, Wichita, and Long Beach. 
 
In November, 2003, Jim and Andrea moved from Orlando, Florida, where they’d lived for 20 
years, to the Okanagan Valley, in the interior of British Columbia, to be near Andrea’s family.   
Missing the Great USA, they returned in June 2005 with Beethoven the Papillon, and his 
playmate, Tofu the Siamese Devil Cat, and all are happy to be back home, and living in 
Vancouver, WA. 
 
7.  Please describe the process of musical conversation in N.O. jazz.  If possible, discuss the 
nature of the conversation between the instruments of the front line, the instruments of the 
rhythm section and the dialogue between the two. You may discuss any scenarios, general 
or specific, as you so choose. 
 
Musical conversation, which takes place in New Orleans jazz, does occur among the 
participating instruments during the performance of a tune.  The musical bits (motifs) can be 
harmonic, melodic and/or rhythmic in nature.  They can be an identical (copied) lick but most 
usually are modified or adapted to fit the existing chord or subsequent place in the performance 
following the initial lick or pronouncement.  This “call and response” pattern can occur at any 
time in the playing of a tune, among any number of the players and as new variations of licks 
evolve, the “conversation” proceeds until the end of the tune.  Some bands have very dense 
interaction in this manner and some are sparser.  The essential requisite is that all the 
participating musicians be excellent listeners and have good concentration. Being “into the 
moment” as a player in all of jazz is absolutely necessary. 
 
8.  Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? 
 



 136

Conversation in jazz when musicians read, does change the nature of the conversations since the 
added element of the task of reading music becomes part of the duties of each individual 
performer.  The conversational efficiency of each participant is directly impacted by that 
musician’s capabilities as a reader and the difficulty of the notes in the arrangement which must 
be negotiated as well.  Highly structured arrangements of tunes with sections for soloing and 
ensemble sections (tutti) for various groupings of instruments constitute some of the 
limitations/obstructions of the conversational ability of the band.  These prescribed rhythmic and 
harmonic figures, punch notes, etc. do limit the freedom of each player to respond to another, 
since the arranged notes must be played first, then if there’s space, and if it is appropriate 
musically, a small direct or indirect quote, response or comment could be made.  But it is 
unlikely that the “conversation” will have a noticeable, recognizable continuity.  The use of lead 
sheets is probably the best use of reading in jazz, since the tune and recommended chord 
progression are in front of the musician for observation and consideration, but can be played as 
tightly or as loosely as desired.  Introductions, interludes and endings can be specialized to an 
extent but because there’s the bare skeleton of the tune in a lead sheet, by it’s very definition, the 
tune has a minimum of structure.  So the arrangement has to be made up “on the spot” as you go 
and by all sidemen listening to the lead horn player (usually trumpet or cornet). 
 
So to summarize, yes, the conversation changes.   When reading notes, chances are greatly 
reduced for recognizable, meaningful conversational interaction.  The exception would be the 
use of lead sheets which enable musicians who can read and transpose at sight, to perform a 
piece of music in the jazz medium and still retain the necessary freedom to interact with others.  
Not being buried in notes enhances the conversation. 
 
9.  How do you recommend a young trumpeter/cornetist learn to play a good lead?  To 
learn the melody, should he/she consult the canon of recorded jazz or find the sheet music?  
What should He/she do if they differ?  Is there room for variation, and if so, how much? 
 
I am not a trumpet/cornet lead man myself, but having performed with many over the years gives 
me some perspective of what works best for me.  I am the most comfortable in an ensemble 
setting when the lead notes of the melody are stated clearly and with little or no embellishment.  
The “holes” which are left at the ends of the phrases are meant for the other horns in the front 
line to use as antiphonal comments to the stated lead.  Each instrument in the traditional three 
frontline configuration has a specific set of functions to fill out or complete the frontline sound 
mosaic.  I think of the entire jazz performance of a song as a tone painting.  The cornet states the 
melodic segment.  The clarinet responds with an appropriate comment being mindful of the 
continuing chord sequence and the “march of rhythm”.  Meanwhile, the trombone slips and 
slides from one phrase to the next beneath the reed line and becomes the connective link between 
the musical phrases, often playing a glissando or modified gliss from one previous chord pitch to 
a subsequent chord pitch.  Sometimes this line is more defined by the playing of a short scale, 
step-wise type line or when musically appropriate the bone can skip from one root to another, on 
occasion doubling the bass line.   Instruments in the rhythm section each have definite 
parameters to work within also, which have been well documented in the recorded literature of 
traditional jazz. 
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Listening to recordings and as many performers as possible is an essential part of developing 
one’s jazz playing ability.  Consulting the original sheet music can be helpful, but only as a 
reference.  Ultimately, our ears will tell us what sounds best, and that should be our final guide.  
This “what sounds good” principle in every respect should be the last word on any concerns we 
might have with regards to melody, chord progression, rhythmic figures, etc.  So there is room 
for variation as long as we consider it to be musical and/or “if it sounds good”.   
 
10.  The ability to play be ear is often considered to be a critical skill in N.O. Jazz.  Can you 
play by ear?  If so, how did you develop this skill?  Do you continue to cultivate this?  If so, 
how? 
 
Yes, I can play by ear.  I was unaware at first that my ear was good for music.  When I started 
instrumental music classes in the 4th grade in the Eastham School cafeteria in Oregon City, our 
teacher would give us “mimeographed” copies of melodies we were to learn.  Sometimes I 
would forget to take my music home and my folks would ask me to play what I learned at 
school.  I wasn’t always sure of my starting fingering (note) so I’d guess at it.  Sometimes I’d 
play “Shrimp Boats Are A-Comin’” in one key and sometimes in another.  A few years later, in 
Junior High, I was good enough to play with the Pep Band.  My band teacher would say to me, 
“When you get to the letter ‘C’, make up your own part until you get to the letter ‘D’.  So in 
these little march-size books of Dixieland tunes or Big Band swing tunes, I’d have sections 
where I could play my own part.  Later on I was more and more interested in jazz, especially 
early Dixieland.  I played mostly clarinet then.  I found the big band dance parts to be boring, 
and I disliked being locked into those notes.  This was long before the advent of the stage band 
series, North Texas State, Berkley, and the highly technical big band jazz programs which 
flourish nowadays. 
 
11.  Do/did you play along with recordings? 
 
Today, I still listen a lot, play along with albums and players I like.  Sometimes I write out their 
licks and practice them to “get them in my fingers”. 

 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
Listening and playing along with jazz recordings is an essential part of developing jazz skills and 
getting the idea of how it feels to play with a swingin’ band. 

 
13.  Can you read music? 
 
Yes, I’ve considered myself to be a fairly good reader on a professional level since about my 2nd 
year at Portland State U. 
 
14.Has your understanding of aural skills changed over the years?  Meaning, do you hear 
differently as time has passed?  If so, how? 
 
Yes, my listening skills are more developed now than ever.  Lots of times I will listen to 
recordings and isolate one horn or one part in the ensemble to understand what the player is 
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doing to better the sound painting.  As I’ve learned more about theory and harmony, I’ve 
developed an ear that accepts more tension or dissonance.  All notes are good ones.  Some are 
just better than others! 
 
15. Do you think about chords when you play? 
 
Sometimes I think about chords when I’m playing.  Other times it is about doing themes and 
variations with the melody or creating my own melody over the progression.  Sometimes I enjoy 
playing a solo where I carry on a conversation with myself from one antecedent and consequent 
phrase to the next. 
 
16. How do you find the chords to a song?  What are the right chords, if any?  What do you 
think about changing chords to a tune? 
 
I pick out a recording of a tune I like, take the chords from that version by melodic dictation and 
just write them down with the melody that’s being played.  The first ensemble chorus is usually 
the best for that.  The “right” chords are based on the original recorded version of the tune and/or 
the sheet music, plus what my ear tells me sounds good.  Ultimately it always goes back to “how 
does it sound”. Changing or sometimes adding or deleting chords are all part of it, and I have no 
problem with that.  Just changing a bass note can sometimes be wonderful (or sometimes a 
disaster) depending on what’s happening around it and over it, at the time. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Take lessons on your chosen instrument from an established jazz player who specializes in the 
earlier idioms of jazz, who has had a solid grounding in all the fundamentals of the instrument.  
Secondly, apply the learned techniques to the study of the early jazz tunes and styles in which 
they were played.  This can be accomplished by acquiring a collection of the basic jazz masters 
and the bands with which they recorded.  King Oliver, Jelly Roll Morton, Armstrong’s Hot 5’s 
and Hot 7’s, Bix’s Wolverines, Goldkette, McKinney’s Cotton Pickers, Whiteman, Henderson, 
Ellington and up the jazz evolution, whichever branches one is most interested in.   Developing 
ear training, listening to licks or having the instructor play them and then mimicking them back, 
is what I do with my students.  I call it “cat and mouse”. First I give them the starting pitch.  
Then I am the mouse and the student is the cat, chasing me through pitches individually and then 
graduating to intervals.  Then they progress to short, stepwise licks and short licks using smaller 
intervals, usually outlining basic triads in root 1st and 2nd inversions, etc.  The cat and mouse 
game becomes more involved from lesson to lesson.  Later, it’s melodic dictation taken directly 
from slow tempo recordings. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertoire, learning the style.  Do you have any recommendations for balancing this 
daunting task? 
 
New Orleans style jazz by its very nature is primarily an ensemble medium so it’s important to 
find a band to perform with.  The training requires an instructor or coach who is knowledgeable 
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and proficient in early traditional jazz performance.  There are generally experienced players 
associated with local jazz societies.  It requires someone who is dedicated to assembling a 
workable jazz band of young musicians who have already demonstrated an interest and have the 
aptitude and motivation to apply the techniques learned on their instruments to the ensemble-
style jazz.  All of the facets of playing are learned simultaneously during rehearsals and 
performances of the bands.  Some examples of musicians who are successful coaches with  youth 
bands include Paul O’Connor – Suncoast Jazz Society, Clearwater, FL.;  Bob Romans – The 
Barkin’Dawg JB – Sacramento Jazz Society;  Felicia Alleger – The Syncopating Sea Monkeys – 
Sacramento Jazz Society;  Dave Johnson – The New Traditionalists – Sacramento Jazz Society. 
 
19. Do you think N.O. music should be primarily for listening or dancing? 
 
Listening, dancing, partying, relaxing, background music, gambling, weddings, bar mitzvahs… 
All of the above! 
 
20. Can you discuss your perspective on entertaining the audience versus educating the 
audience?  Do you balance this out in your own performance?  What about requests?  Do 
you play all, some or none of them? 
 
Yes, a good performance should educate (stimulate) and entertain.  I do this when putting 
together guest appearance sets for jazz club concerts.  I try to accommodate at least a few 
requests, perhaps not all. 
 
21. Many young bands do not swing.  Can you describe swing? 
 
Swing is a matter of how a person feels the beat.  It also has to do with mentally subdividing 
each beat in three, as in 1-and-uh, 2-and-uh, 3-and-uh, etc. rather than 1 and, 2 and, 3 and, 4 and, 
which is more vertical.  Swing is more of a horizontal concept.  Rhythm sections must try to play 
“as one” – the beat must be struck at the same time, especially by the bass, drums and banjo or 
guitar.  Playing on the front edge is an acquired skill, developed by diligent study with an 
accomplished professional jazz drummer.  The ride cymbal impact is on the front edge of the 
beat or on-going tactus.  To accomplish this skill without rushing is the essence of the art of jazz 
drumming.  Ed Metz, Jr. would be a great source. 
 
22.  Many young bands do not incorporate a real blues feeling.  Can you describe the use of 

blues? 
 
Blues feeling has to do with scooping in and out of the blues notes.  Bluesy feel includes growls, 
all manner of mutes, scoops, glissandos or slides and/or falls, etc. 
 
23.  Which trumpet players model a good ensemble lead? 
 
Charlie Bertini ( Bill Allred’s Classic Jazz Band) 
Bert Barr (Uptown Lowdown) 
Bob Schultz ( Frisco Jazz Band & Golden Gate Rhythm Machine) 
Rusty Stiers (Disneyland’s River Rascals & Side Street Strutters) 
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And last but not least…. 
Dave Kosmyna (Climax Jazz Band) 
 
In the literature historically… 
 
King Oliver 
Louis Armstrong 
Bix Biederbecke 
Roy Eldridge 
Max Kaminsky 
Yank Lawson 
Billy Butterfield 
Jimmy McPartland  
 
to name just a few. 
 
24. Which trumpet players model a good solo conception? 
 
Louis Armstrong 
Bunny Berigan 
Ruby Braff 
Buck Clayton 
Sidney de Paris 
Bobby Hackett (the best jazz ballad player ever!) 
Tommy Ladnier 
Humphrey Lyttleton 
Henry “Red” Allen 
 
25. Does a N.O. trumpeter always have to play hot? 
 
No. 
 
26. Do you have any other thoughts you would like to share? 
 
Good luck on your investigations…it’s an exciting project and I am rooting for you 100%.   
Thanks for including me in your survey.   
 
Look forward to seeing you in Sacramento! 
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1. Name:  
 
Chris Daniels 
 
2. Date and place of birth:  
 
11 November 1938, Poynton, Cheshire, England 
 
3. Primary Instrument(s):  
 
double bass 
 
4. Age you became interested in New Orleans jazz:  
 
16 
 
5. Age you began to play New Orleans jazz:  
 
17 
 
6. Brief synopsis of your playing career: 
 
Piano lessons age 10-11; choir 10-18, guitar/singin 15-20; school orchestra (classical) 17-18; 
Watford bands ’56-’57; Nottingham University Bands (trad/mainstream jazz, blues, pop) ’57-
’60; Mercia Jazz Band, Nottingham ’61-62; Gordon Robinson Septet (mainstream), Art Taylot 
All-Stars (trad) Manchester ’62-63. Mountain City Jazz Band, Montreal ’63-’66; unknown local 
London trad. bands ’66-70; Climax Jazz Band ’71-present. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
Cornet represents lead singer, trombone and double bass the bass singer, clarinet or saxes the 
soprano elaboration, banjo, guitar, piano the basic chords and counterpoint, drums enhance 
rhythm of the other instruments. All the instruments are part of the rhythm section. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
  
When reading, each of the musicians is playing someone else’s version of the events, while with 
improvisation this and the other versions, including the musician’s, bounce off the other 
musicians playing together live, so they tend to, in the best case, to complement each other and 
create their own collective composition 
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9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
  
Young trumpet or cornet players should read the sheet music for the melody, but then listen to 
what trumpet players have done to it. There’s a lot of room for variation, but the melody should 
stated fairly faithfully at least at the beginning 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
  
As a bass player I try to hear the chords and work within them. But I need to consult chords for 
new tunes. My training in choir helps me pick out the right bass lines and I try not to screw up 
the rest of the band by playing a lot of wild lines. For new tunes, I hear the melody in my head 
and imagine the bass lines to go with it as I drive or walk etc. 
 
11. Do/did you play along with recordings? 
  
Used to. I listen to the bass lines a lot. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
  
As long as the musician can control his instrument, including rhythmically, then playing jazz by 
ear is what it’s all about. Jazz critic Mark Miller said Oscar Peterson is a piano player who loves 
to play jazz (no the other way around). 
 
13. Can you read music? 
  
With difficulty. Haven’t had to for a long while. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
  
I seemd to have developed something like perfect pitch, at least for bass. I sometimes tend to 
concentrate more on what I’m doing. Tuning is more and more important. 
 
15. Do you think about chords when you play? 
  
All the time, though it becomes automatic. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
  
Through listening to various versions and then consulting chord books used by bands. There is a 
certain logic to chords, at least in trad jazz, that when denied, leads to abrupt and warped 
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changes. Over-elaboration is probably worse than oversimplification, since it tends to destroy the 
way the melody was meant to sound. I don’t mind changing chords, as long as they make sense. 
Some bands, which shall be nameless, have meetings at which suggested chord changes are 
accepted without much discussion, which leads to some very strange versions. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
  
The repertoire can be learned by listening and playing along with recordings you like. The 
trouble is, the repertoire is becoming calcified. We need more new tunes or adaptations if 
existing pop songs or whatever to add a bit of life to the music. Unfortunately, most original 
compositions tend to be very derivative. Also, defining trad by a set repertoire is restrictive. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
  
The obstacles are there, but not insurmountable. Trouble is, not many people sing together 
anymore, so improvising harmony around melodies and thinking up variations of songs doesn’t 
happen as much as it used to. Playing in classical ensembles helps to develop familiarity with 
melodic and harmonic variations and collective creations. I think if a person has the talent and 
enthusiasm for jazz, they can easily develop what is really a natural musical expression. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
  
“Before speech came music and before music came dance” said Yehudi Menhuin. Obviously 
New Orleans music was primarily about dancing, but you have to hear it to be able to dance to it. 
Just sitting there is no good. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
  
Musicians are there to entertain and if there is some information passed on that’s fine. I’d be 
inclined to play most requests, as long as there aren’t too many of them. At least you know 
someone is enjoying the song. 
 
21. Many young bands do not swing. Can you describe swing? 
  
Swing is what happens when you dance. If you can’t dance, you probably can’t swing. Learning 
to clap on the off-beat is a good start. That’s how we used to get kids in school to enjoy the 
music. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
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Blues is the basis of a lot of trad. jazz. In its simplest form, solo voice or with guitar, the blues 
tells you how to squeeze the meaning out of a song, how to vary the melody and timing to make 
a dramatic effect. Its simplicity has a great effect on audiences, dancing or listening. Universal. 
 
23. Which trumpet players model a good ensemble lead? 
  
Strong, straight melodic lead, lots of gaps for the other musicians to fill. 
 
24. Which trumpet players model good solo conception? 
  
Again, variations on the melody, creating your own melody within the framework but true to the 
composition. Definitely not just noodling around the chords or repeating phrases. Not leaning 
back on the rhythm so you loose the swing. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
  
Depends on what you mean by hot. You don’t have to play loudly to be hot. Some tunes cry out 
for hot, others, like the blues sometimes, need a quieter interpretation. Don’t forget the dancers 
or the listeners. Contrast is needed to make the music interesting. 
 
26. Do you have any other thoughts you would like to share? 
  
Musicians should take singing lessons, or at least get to sing with other people, to learn to hear 
each other and how voices blend and rhythm works. Madrigals, my favorite, have everything you 
need to know about harmony, texture, light and shade and rhythm. 
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1. Name: 
 
Bob Erwig 
 
2. Date and place of birth: 
 
December 31, 1935 in The Hague, Netherlands 
 
3. Primary Instrument(s): 
 
cornet 
 
4. Age you became interested in New Orleans jazz: 
 
sixteen 
 
5. Age you began to play New Orleans jazz: 
 
sixteen 
 
6. Brief synopsis of your playing career: 
 
Played with different bands in the Netherlands, moved to Canada in 1966. joined Climax JB in 
1971, moved to BC in 1996 and played with different groups since 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
Usually cornet plays and/or phrases around the melody, trombone does fills and slides through 
passing chords, clarinet is the so called weaver and fills many of the open places. Depending on 
the techniques and individual talents of the musician a certain style character is developed 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not. 
 
One cannot read this music. One immediately recognizes when [musicians] read the 
arrangements. The beautiful spontaneous approach is usually destroyed, particularly if the try is 
to approach the New Orleans style. 
 
When I was 20 I found out many of my (technical) reading friends who had started bands missed 
the point of playing jazz all together. These bands usually never lasted very long either. 
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9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
Consult the so called canon of recorded jazz, and try to find more recorded sources of a 
particular tune, and never forget the original recordings. (Oliver, Morton, Louis, George 
Mitchell, Bunk Johnson, etc.) 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how? 
 
I play almost all I know by ear. Started listening when I was 16 and developed the skill through 
try and error. 
 
11. Do/did you play along with recordings? 
 
Certainly in my early years. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
Listen to the old masters 
 
13. Can you read music? 
 
I used to, now I hardly read any more. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
Of course, Your musical tastes develop and by listening to the new younger generations of 
improvising musicians your musical thinking gets influenced by those as well. Among many 
some of my favourites for originality through the years were Ken Colyer( 1960-70), Emmanuel 
Hussenot(1985-1995), Bent Persson ( 1980-now) and Gunhild Carling (1990-now), Simon 
Stribling (2000-now) 
 
15. Do you think about chords when you play? 
 
Usually I have studied the chords before having learned to play a tune. The structures are in my 
head and only occasionally I think of chords. I think I’m in a fortunate position that with the total 
structure of a tune (the knowledge of melody and chords) I can play reasonably creative without 
having to think of both. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
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There are many approaches to find the chords; copy from recorded music helps me, or at least 
gets me through dubious situations. I don’t mind changing if it helps to create a more satisfying 
result. I have now two pianists in my band (one plays tenor sax) and of course there always 
discussions on the chord structures. I go initially for simplified chording (Eddie Condon: flat 
fifths don’t exist in our lives, we drink ‘em before) 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Listening to the old masters 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
It’s a labour of love, The talented survive, the rest become hockey fans 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Depends on the occassion. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
Audiences are the most important. Some successful bandleaders/announcers do it purely on 
humor and jokes, some are more towards the educational approach (our friend Tex W.) and I’ll 
try a combination of both. When we can we play requests, certainly not all, we should stay in 
charge of one’s own programming. 
 
21. Many young bands do not swing. Can you describe swing? 
 
Maybe a certain pulse. I know when it swings. 
 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
The 12 bar blues pattern is the basis feeling where jazz is build from. 
 
23. Which trumpet players model a good ensemble lead? 
 
Too many to name in particular 
 
24. Which trumpet players model good solo conception? 
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Same as 23. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
Of course not. 
 
26. Do you have any other thoughts you would like to share? 
 
Simplicity in the execution becomes an important part in playing the lead trumpet or cornet. 
Even in solos quite often more can be said that way. 
 
Interesting project Dave. 
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1. Name:  
 
Len Gosling 
 
2. Date and place of birth:  
 
Born in London, England, 21 Jan, 1936 
 
3. Primary Instrument(s):  
 
Trombone (slide) 
 
4. Age you became interested in New Orleans jazz:  
 
Eighteen (1954) 
 
5. Age you began to play New Orleans jazz:  
 
Twenty-four (1960) 
 
6. Brief synopsis of your playing career. 
 
“Career” very short.  1961 through 1962 on the road with Ken Barton’s Oriole Jazzband, a 
London U.K. based band during the Trad Jazz boom of that time.  Toured all over Britain.  Also 
spent two months in Germany, one in Cologne and one in Frankfurt.  Also spent the entire 
summer on the Isle of Man.  When the boom began to fade, I returned to my career in the shoe 
mfg. business.  Playing has mostly been my hobby since then. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
Musical conversation front line for me is cornet or trumpet leads ensemble with a strong melody 
line, making small and interesting variations thereof while leaving spaces for the sidemen to be 
able to compliment the melody.  Clarinet weaves around the chord structure of the piece, and 
adds harmonies.  Trombone plays basically counter points to the melody and the lead in notes.  
Rhythm section - three piece, drums, bass, banjo.  Drummer drives the beat of piece being 
played.  Banjo also drives the piece by laying down the chords with a steady strumming that is 
completely on or even just very slightly ahead of the beat (never behind).  Bass also drives laying 
down root notes to the chords in various imaginative ways, and like the banjo, pushes the beat.  
This drive from the rhythm section gives the front line the necessary spark to perform at their 
best. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
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Absolutely.  To me improvisation is the very essence of N.O. Jazz. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
By listening to as much N.O. Jazz as possible, particularly various cornet/trumpeters.  There’s 
always something to learn from each one. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I can only play by ear.  For N.O. Jazz to me it is imperative. I am self-taught, never had a lesson 
in my life. I purchased a trombone at age 21 and just started making noises on it until I felt like it 
sounded reasonable. 
 
11. Do/did you play along with recordings? 
 
Yes 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
It works for me, however I never intended to make music my career. 
 
13. Can you read music? 
 
No 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
I don’t hear differently, but as the years of playing trombone pass, and I’ve become more 
familiar with the instrument, it becomes easier to pick out melody and harmonies. 
 
15. Do you think about chords when you play? 
 
Only partly, mostly I keep the melody line to improvise from. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?  
 
I can’t always name all the chords, but can tell when a chord is right or wrong.  I work out 
chords for a song by using a keyboard I keep at home. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
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To learn the repertoire of any band, first listen to everything that band has recorded.  If it’s not 
recorded then search for those tunes by other sources. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
A total love of N.O. music, and a strong desire to play it.  If you have this, the task will not be 
daunting at all.   
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Listening and dancing 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
Entertain the audience.  Do not try to educate.  If it’s requested I’ll play it, assuming I know it. 
 
21. Many young bands do not swing. Can you describe swing? 
 
I cannot describe swing, but if the rhythm section does not play as I mentioned in my answer to 
question #7, it never will. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
The blues is a certain feel.  I can’t describe it.  Some have it, many don’t.  If you don’t have a 
feel for the blues, chances are you won’t have a feel for jazz. 
 
23. Which trumpet players model a good ensemble lead? 
 
There are so many good lead trumpet players, too many to mention.  However, since I was raised 
in the U.K. I’ll give three Brits as an example, Humphrey Lyttleton, Kenny Ball and Pat Halcox. 
 
24. Which trumpet players model good solo conception? 
 
As above 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
Yes 
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1. Name: 
 
Gerry Green 
 
2. Date and place of birth: 
 
12 May 1940 – Feltham, England 
 
3. Primary Instrument(s): 
 
Clarinet/Alto Saxophone 
 
4. Age you became interested in New Orleans jazz: 
 
At 15 
 
5. Age you began to play New Orleans jazz: 
 
At 17 
 
6. Brief synopsis of your playing career: 
 
At 15 I became interested in big band dance music – bought a cheap alto sax and took some 
lessons to learn reading and arranging. Stopped after a friend at Art College loaned me a clarinet 
and some traditional jazz records and suggested I listen to the records and learn to play ‘trad’! 
 
At 17 played clarinet locally with ‘trad’ bands. 
 
At 20 joined ‘Preacher Hoods Jazz Missionaries (available on GHB Records BCD-229).  
 
Had a day job but played evenings and weekends when possible with Preacher Hood and other S. 
London Jazz Bands. 
 
Immigrated to Canada in March 1967. 
 
Subbed with Climax J.B. at Albert’s Hall. Played some casual gigs. 
No regular band for several years. 
 
Moved to Vancouver 1973. 
 
Joined Lions gate J.B. 73-75 
 
Joined Mike Cox’s Phoenix Jazzers 1975-1985 
 
Joined Grand Dominion Jazz Band 1985 to present. 
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Play locally with Vancouver Classic J.B. and the New Orleans Ale Stars. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
New Orleans band music is, for want of a better cliché- ‘team’ music, with the purpose of 
making music to entertain – whether listening or dancing. All of the musicians have a specific 
role. The conventional front line of trumpet, reed and trombone play and enhance the melody 
usually laid down by the trumpet player. The clarinet and Trombone harmonically complement 
the melody with the clarinet embellishing with ‘fill’ and the trombone adding ‘bottom’. The 
rhythm section is key to the essence of N.O. style music. Hot but not frenetic. The drummer is 
the metronomic heartbeat laying down a good 4-4 beat, and other beats if appropriate e.g. waltz, 
latin, street beat. More to be felt than heard! As an old bass playing friend of mine – Mike Duffy 
said – it’s about staying in touch with ‘Mother Throb’! I believe that the rhythm section is the 
primary component that defines the band sound. The relationship between the two is, excuse 
another cliché, but like offence and defense in sport, if you don’t have both complementing each 
other and responding to the ongoing dynamics, then the team/band is ineffective. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
Yes is does change because the ‘conversation’ is more structured. This doesn’t make it a better 
or worse conversation, but a different one. Many early New Orleans bands certainly did read 
music – Armond Piron, Joe Robichaux’s N.O. Rhythm Boys and many other bands. It seems that 
the smaller groups and bands from ‘Uptown’ New Orleans were known for their improvising 
skills and ‘rougher –hot’ style. Most N.O. jazzmen utilize reading skills and improvisation. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
To learn the melody, go to the sheet music. To play that melody in the context of a New Orleans 
style band, listen to the best authentic New Orleans style bands and keep listening. Once you 
have the melody, personal interpretation is essential. Without it, there is no personality or style. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
Yes, I play by ear, almost exclusively in fact. Partly because I’m self-taught and my reading 
skills are virtually nil - also because the bands I have played with from the start have been non-
reading bands. I developed my playing capability by both listening and playing. Recently I have 
been learning the melodies by reading the lead sheet, then putting it to one side. 
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11. Do/did you play along with recordings? 
 
Sometimes.  
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I think it’s a good thing to do. But equally important is to play with other musicians at any 
opportunity. Jam at parties. Set up a session at home. Sit in with other bands. 
 
13. Can you read music? 
 
No. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
I guess I have a tendency to listen a little more analytically as I have gotten older. 
 
15. Do you think about chords when you play? 
 
Yes. Probably too much. Better to know the chords but think about melody. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
 
With the Internet almost any tune is accessible. Also many bandleaders have compiled pretty 
impressive chord books over the years. I guess the chords on the original sheet music are the 
correct ones, However, I think it’s OK to modify the chords to suite the style of the band. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Learn to play a 12 bar blues inside out! Other than that, any tune is acceptable. In fact I would 
encourage new musicians to move away from the old standard ’Dixieland’ tunes. So easy to fall 
into clichés. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
If you truly like the New Orleans sound and wish to play in that style, I suggest you study the 
original players and listen, listen, listen. Read about New Orleans and it’s formative musical 
years. Talk with like-minded musicians. Immerse yourself in the culture of New Orleans – it is 
different from other cities. You must let your heart direct you. If you really dig it, do it. 
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19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Primarily for entertaining, whether listening or dancing. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
See above. Two-way communication is essential. If the band would rather be somewhere else the 
audience will pick up on it and probably leave. If they stand up and say..more..more, you’re 
probably doing something right! Sure play requests – if you know them well enough! However 
don’t let an audience (usually one or two individuals) determine your program. You must present 
your special repertoire and sound – that’s probably the reason people come to hear you. It’s a 
band leaders judgment call. 
 
21. Many young bands do not swing. Can you describe swing? 
 
There’s also quite a few older bands that don’t either - however that’s another matter! This is a 
hard one. Count Basie’s rhythm section was probably the most swinging ever – but it’s not N.O. 
Style music. I feel that special N.O. quality is difficult to describe – all the musicians contribute 
to the rhythm. Loudness is not essential – dynamics are. Technical gymnastics are not essential – 
melodic improvisations are. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
An essential component of N.O. Style music. As are spirituals and N.O. Parade music – listen to 
the authentic N.O. bands and you’ll hear why. 
 
23. Which trumpet players model a good ensemble lead? 
 
Louis Armstrong. Papa Mutt Carey. Kid Howard. Bunk Johnson. Ken Colyer (U.K.) 
 
24. Which trumpet players model good solo conception? 
 
Louis Armstrong. Red Allen. Wild Bill Davidson 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
Sometimes? Yes.    Always? Definitely not. 
 
26. Do you have any other thoughts you would like to share? 
 
I think it’s worth remembering that although ‘Jazz’ was born in New Orleans, jazz has spread 
throughout the world and has become as varied as the locations it is played in. Music is a product 
of human environments and New Orleans music is unique to ‘The Crescent City’. Those of us 
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that were not even born in the U.S.A embrace the essence of New Orleans music. The melodic 
approach, the human rhythmic tempos, the excitement, the pathos, the authentic joy that music 
elicits, the impulse to get up and dance – we take all these gifts and make our own 
interpretations. We are very lucky – it enriches our own lives and others too. 
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1. Name:   
 
Raymond Albert Heitger 
 
2. Date and place of birth:        
 
December 15, 1943; Beaver, Pennsylvania 
 
3. Primary Instrument(s):         
 
Clarinet, soprano saxophone 
 
4. Age you became interested in New Orleans jazz:     
 
19 years old 
 
5. Age you began to play New Orleans jazz:   
 
19 years old 
 
6. Brief synopsis of your playing career:    
 
Started playing June 1963; organized first band (New Orleans Feetwarmers) September 1963; 
played first gig December 1963. Moved to Toledo, OH 1965; began playing at Brother Baker's in 
Maumee, OH. Took over clarinet chair at Baker's March 1966; left in June 1967. Formed 
Dixieland 5 1/2; played around Toledo about 5 months. Formed the Cakewalkin' Jass Band 
December 1967; began at Tony Packo's Café July 1968; left March 2001. CJB played at Ragtime 
Rick's First Draught April 2001 to September 2003. Band now playing at Murphy's Jazz Café. 
Have also played festivals and gigs with other bands on occasion. For more information, I can 
supply a band history. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose.  
 
The process of conversation to me is that of listening to all the instruments at the same time and 
responding to what everyone is doing. When one responds to someone else, it is to enhance the 
overall performance of the music. Behind solos, it would be not only to enhance but to encourage 
the soloist to even greater heights. Speaking for the clarinet, it may be harmonizing with the 
cornet, playing the melody an octave apart, answering a phrase (call and response), or weaving 
patterns around what the cornet is doing. If the clarinet is soloing, it may be to become "hotter" 
when the rhythm section begins to really "drive". 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.   
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Not being a reading musician, I have not had the opportunity to be in that situation. I would 
guess, though, that reading a chart might inhibit such conversation. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much?      
 
Listen to the old recordings. That is, King Oliver, Louis Armstrong, Red Allen, George Mitchell, 
etc. As for learning the melody, I do not feel that reading is an impediment to the playing of jazz. 
In fact, it probably helps. But jazz is an aural music and melodies should be learned from 
recordings and verified by sheet music. However, if they differ it then becomes a matter of 
preference; play what feels best. The same thing goes for vocals. Many singers sing different 
versions of the same song-no problem. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?        
 
Yes. By playing along with records and the radio. Yes. By constantly trying to improve my 
playing, trying new things. Since I do not read, playing by ear is a necessity. 
 
11. Do/did you play along with recordings?      
 
Absolutely/absolutely. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician?     
 
It is essential. It may also be one of those "you either can or can not"  situations. 
 
13. Can you read music?     
 
No. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how?   
 
In my very early days (within the first month or so of playing) I just heard the music. One day I 
was listening to Mabel's Dream by the Original Creole Jazz Band and heard what the music was 
saying. At that point my aural skills changed and have not changed since. 
 
15. Do you think about chords when you play?     

Sometimes, when the chords may be particularly involved. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?  
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Now by consulting the Grilles (if they're in there) or asking someone who knows more about 
chords than I do to write them out. I will attempt to write out the chords myself if the tune is not 
too challenging. Who knows what the right chords are-even sheet music may differ. Whatever 
sounds right. If I like a particular chord, I may use it even though it may be wrong. For example, 
in one of the old tunes (I can't remember as I type this which one it is!) we use a Db where one 
does not exist, but I like it and as long as the entire band is playing the same thing I'm OK. 
 
17. How do you recommend a young jazz player go about learning the repertoire?      

Listen to all the records he or she can and play along. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task?  

Again, play along with the records, then go out and play with an actual band (the hard part). If 
one has talent, it will be developed. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing?       

Both, with the emphasis on dancing. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them?     

The audience is vital to jazz, without it you are playing for yourself and, at least for me, that is 
not very exciting. I always try and discuss something about the tune (composer /year/band) we 
are playing to put it in context, but not to conduct a history course. I do think that, especially for 
New Orleans jazz, people want some knowledge about the music to which they are listening or 
dancing. 
 
21. Many young bands do not swing. Can you describe swing?         

No, I can not. I think you either have it or you do not. But it is obvious when you do or not. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues?   

It is not just the flatting of the thirds and sevenths but a feeling. Again, I find it difficult to 
explain but I feel it was the difference between, say, the Original Creole Jazz Band and the 
Original Dixieland Jazz Band. I have tried to develop a blues style and prefer bands that have it. 
 
23. Which trumpet players model a good ensemble lead?         

Old: Oliver, Armstrong, Allen, Mitchell. Middle: Frank Assunto.  



 160

New: Robert Jackson, Duke Heitger. 
 
 
24. Which trumpet players model good solo conception?  

Above, omit Mitchell and Jackson. 
 
25. Does the New Orleans style trumpeter always have to play hot?       

Yes and no; yes in the fact that even at slow tempos a trumpeter can play hot. No in the fact that 
sometimes sweet and pretty are called for. 
 
26. Do you have any other thoughts you would like to share?         

Yes. New Orleans jazz, like early classical, is a beautiful music and so the most important 
priority in any players mind should be the music itself. Nothing should be done or played that in 
any way detracts from the music. After that, the musician's next priority should be the band. As 
King Oliver said: "I mean I wants you to be a band man only, and do all you can for the welfare 
of the band at all times." Thirdly the musician's dedication should be for the audience. These 
three priorities are what matter. 
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1. Name: 
 
Jim Leigh 
 
Dear Dave, here's Part I, at least.  I'll see how far I get in one sitting. 
      
     I was born in 1930, discovered old jazz in 1943, could identify "New Orleans" about the time 
I bought my first Bunk AMs on 78 in a year or so.  Picked up the ukulele on the beach, then 
played ukulele chords on a tenor guitar for a couple of years.  In 1949 I inherited the trombone of 
a kid who got drafted and have been going pretty steadily ever since, except for one four-five 
year period when I was in Spain, hearing quite a bit of live (modern) jazz in Madrid and 
Barcelona, but with no one to play with. During these years I've always been playing with one or 
more band. Led a band in the early and mid-50s and grew enough bad habits (Turk Murphy 
imitation) to make the brass lessons I got as a college freshman useless. Switched major from 
Music to English after a year, and wound up teach the latter for about 30 years, though playing 
all the time, so we have that much common ground.   
 
     Beginning Theory and Comp, a required freshman course, as good as useless.  Luckily, I had 
had a great course in ear training at Westlake Professional in LA in 51, the single most useful 
class I ever took in any subject.  My teacher, a bebop piano genius named Dave Robertson went 
around the class of a dozen or so.  One at a time, we got a chord from him, which we had to sing 
back in whatever inversion. Every time he pushed you a little harder. It was serialized individual 
instruction--he knew right where each person was, and of course you were singing back 
everybody else's chords under your breath.  In my case he took a good natural ear and improved 
it, while teaching me practical harmony in the process.  Also taught me to enjoy bop extensions.  
Triads only get you so far. 
      
     Another good experience was playing for a year in a San Francisco-style band which used 
Watters' and similar arrangements.  I got so I could read a bit, but would also take new parts 
home and get them down during the week.  I've never really wanted to work in another reading 
band, but I learn tunes off lead sheets to get the melody accurate, since I play 90% of the lead in 
our little bone-sax swing band. So I would say I am a tolerable speller but a dud as a sight-reader 
I played with a black swing band of black guys from the Oakland post office in the 60s, on and 
off.  They swung like crazy, and for music just used a lead sheet, for 12 to 14 guys.  Head 
arrangements, harmonizing section riffs, etc. on the spot--you could either cut it or not get used 
again.  V. good training.  At the same time, after breaking the Turk Murphy habit, I was playing 
with much better guys at a nightly "mainstream" session in San Francisco.  The pianist whose 
gig it was set this rule, and I have believed in it ever since:  If somebody knows the chords, and 
somebody knows the lead, we can play any tune.  Again, cut it or stay away.  I think that rule is 
the single best way I know to determine whether or not a group of people can play jazz together.  
Sure, you discuss chord differences and thrash them out, or simply go with whoever is calling 
them.  Ideally, you want the "right" chords, i.e. the ones on the music, but occasionally jazz 
players improve on those and the improvements stay around.  In -in performance it's much more 
important to all play the same chords than to play the "right," or official chords.  Chord Nazis 
have broken up as many bands and spoiled as many sessions as anybody on earth. Likewise, 
excessive "rehearsing".  Playing together, on a gig if possible, is the way a jazz band gets better 
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as a group.   
 
     Note:  I've found that jazz audiences (whatever those are) tend to be very sympathetic if you 
say to them: for us, playing a tune is how we learn it as a band, so we'll play that request, even if 
it comes out a little rough.  The line I use goes like this.  "This band is a democracy, and we live 
all over the place and can never rehearse, so here is where we try things out, so bear with us, and 
something good may happen."  The reason this works is that it reinforces the popular belief 
(which I share) that jazz is an informal and improvisatory matter.  It "keeps it real."  The 
exceptions are those non-musicians who consider themselves jazz critics. These people, whether 
amateur or pro, have caused jazz more damage than any other single factor, dictating what can't 
be dictated and fomenting hatred among practitioners of different "schools" or "styles."  
("Mouldy figs!" "Dirty boppers!" etc.) "True believers," who abound among fans of the older 
music, are a real plague.  If they are customers, we have to put up with them, but the last thing 
we should do is pay attention to them, or, worse, take their advice.  This is one reason I enjoy 
playing casuals more than jazz festivals, because the latter are so thick with self-appointed tin-
eared critics with axes to grind.  Also I hate a lot of the music that gets played at festivals.  I'd 
rather simply not listen than suffer and bitch.  Vote with your feet. 
 
     Back to NO jazz.  I would say off the top of my head that it can't be taught, except by 
example, in the practice of it.  It always has to be learned.  But here I think you and I have to 
agree if we want to be realistic.  If people like you aren't doing something to profess the music, 
there aren't going to be many young people wanting to play it, because they'll never encounter it, 
not in this big miasma of merchandised pop music of various boring sorts which fills the air in 
which the young try to breathe.  I was an academic for 30 years--feeling like a secret agent much 
of the time--and I don't think most academic millieux are conducive to "teaching" NO jazz in an 
effective way.  So you must be as resourceful as you can.  I wouldn't go on at such length if I 
didn't believe in what you're trying to do.  Frankly, the terms of your questionnaire make it sound 
a bit as if you are moving toward the model of what I think of, with no affection, as the Jazz 
Educators' philosophy.  If that is all there is, then a few people like Clint Baker may survive, pick 
up some skills, and go on to think and play and experiment for themselves instead of winding up 
in stage bands playing their directors' bad Stan Kenton imitation charts, and hanging up their 
instruments when they leave school.  So much effort, so little decent music, and such Jazz Ed. 
programs are very numerous.  What they are up to is somewhat less damaging for "modern" 
players and big band lovers, but I truly don't think NO jazz works that way.  The ensemble is the 
main difference.  I don't think that can be taught.  It has to be learned by individuals who want to 
learn it, and will take the trouble to do the listening and the experimenting and the struggling in 
good/bad kid bands--the whole works.   
 
     An example.  Take Armstrong, Oliver, Mitchell, Carey, Keppard, Kid Howard, Percy 
Humphrey, Kid Thomas Valentine, DeDe Pierce, Elmer Talbert, etc. If those players, and more 
may all be said to play NO lead trumpet in a superior way, the definition of that art is going to be 
wide and allow much variation.  So a young player is going to have to be able to figure out what 
they all have in common, and somehow follow that path.  In practice, you and I know this means 
choosing a model or two or three and imitating.  Nothing wrong with that.  Any traditional art is 
based on imitation, it's how you learn.  But in Holland, where I lived and played a lot of NO jazz 
for eight years, the conservatory jazz programs all use single instrumental models and they teach 
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all the instrumentalists to model themselves totally on the designated model.  While I was living 
there, the models were Charlie Parker, John Coltrane, Bill Evans, etc.  As a result, there are a 
whole lot of well-schooled, technically super Bill Evans imitators.  I knew and played with the 
guy who taught alto at one of the conservatories.  His Bird imitation was phenomenal.  But he 
didn't trust the program.  What he did was give his kids a couple of transcribed Parker solos, then 
they started in B natural, and mastered the tunes there, then moved down through the keys, 
dropping flats and sharps as they went.  "Then, for dessert, they get C," he said.  It didn't make 
them into Bird imitators, but they sure had chops, and knew a lot about phrasing and harmony.  
This has always seemed the closest thing to a usable jazz pedagogy that I've heard of.  But it 
wouldn't work for a NO band.  You could learn your horn, God knows, but would you be able to 
play ensemble when you were done?  Doubtless a very few would; most wouldn't; You learn to 
play the ensemble by (a) listening a lot, listening better and better, and keeping on listening and 
(b) playing.  The best traditional musician I ever knew and played with, Bob Helm, a polished 
musician in every sense of the word, a pro since the age of 11, said without hesitating, "You 
learn to play jazz by playing jazz," and he was not a pig-headed authoritarian. I think that 
"conversation" is a likable metaphor for ensemble play though I've heard Wynton Marsalis (no 
hero of mine) use it.  Myself, I think the often-mentioned African pattern of call and response is 
perhaps as helpful.  It certainly is for trombonists.  What is basic to it is slowly forming the habit 
of listening the the rest of the band while you are playing, and calling and/or responsing from 
measure to measure as seems best at the moment.  I think playing jazz, any kind of improvised 
jazz, is as existential as any human activity.  I, at least, treasure the memory of that feeling which 
someone even as limited as I has had repeatedly, of being on "autopilot," "in the zone," where 
the horn seems an extention of my body and almost seems to play itself.  I think this as close to 
heaven as anywhere in the universe. 
 
    So much contributes to it.  Relaxation, muscle memory, a feeling of being in the middle of the 
music and part of it.  Impossible to describe fully. I need to sum up and quit for this installment.  
I'll try to edit it down before I send it.   
 
    NO jazz just about has to be played by ear.  Off sheet music the best you can hope for is a 
product which will fool the ignorant, no matter how "perfectly" executed.  The great Sweets 
Edison told an interviewer: "If I want to hear perfect music I go to the symphony because being 
perfect is what it's about.  Jazz is music where you take your mistakes and try to make something 
out of them." 
 
   Do I think NO jazz should be primarily for listening or for dancing?  Answer: Yes. 
I grew up listening to the Kid Ory band and the Duke Ellington band.  My friends and I went to 
listen, but what we heard was much better because most people there were dancing. The vibe 
was great. I think by now the consensus is pretty clear.  There is jazz which retains its connection 
to dancing and is re-energized by it, and there is one or another sort of jazz-flavored "art" music, 
chamber music, for sit-down listeners at concerts.  It is easy to trace them through the last three-
quarters of the 20th century.  Bebop and rock were unwitting partners in separating dancing from 
jazz.  Bop rejected it (lots of help from solemn critics here) and rock stole it and has never let 
go.  Related to this is "education vs. entertainment".  People who pay money for jazz want some 
kind of entertainment, and I think they have a right to it. (Why are even bad vocals always 
applauded while good solos go unnoticed?) People who want to be educated can read books or 
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listen to lectures (or ask questions of musicians during breaks, although I know a lot of ignorant 
musicians who will tell them bullshit). 
 
   The condescension of leaders who can't play a set with teaching a unit of their own 
Introduction to Jazz has always made me furious, and I've played with a couple.  The legal 
maximum is to say who wrote a tune or famously recorded it, or maybe how long ago it was 
written. (I think.)  This does not mean I like funny-hats, etc.  Many players are quite inexpressive 
while performing and that is their right. Others caper around (Jim Robinson, Thelonious Monk) 
and it's part of the performance. Musical humor is part of jazz.  Musicians laugh aloud with 
pleasure when hearing someone play or listening to a record.   Taste and restraint are the keys 
here.  A good, brief anecdote about a tune can liven up the rapport between band and listeners 
some time.  Like the background of "Lotus Blossom" and maybe the film Murder at the Vanities 
in which the Ellington band plays it just prior to being machine-gunned wholesale by a vengeful 
composer.  But not every time you play it, then it just becomes shtick.  Depends on the crowd, 
too. 
      
   Desktop fatigue is setting in, so I am going to save swing and blues for next time, along with 
the difficulty of verbally categorizing a given instrumental manner or style in NO jazz.  They are 
too important to skim over. (There's a chapter each in my book, on blues and swing, and I'll see 
if I can boil those down to a couple of paragraphs.) 
 
   Later, 
 
Jim 
 
 
Part 2 
 
     Underlying problem in this conversation.  It took me some years to accept it, but I think there 
is no good reason to expect that exact verbal descriptions of phenomena in non-verbal arts--
music and painting, say--even exist.  Jazz criticism and the sort of occasional prose found on CD 
liners ought to demonstrate this beyond disbelief. I've been reading and writing and teaching 
English most of my life and I'm convinced.  This isn't to say we shouldn't keep trying.  Some 
people, like Whitney Balliett, will find ways to say things about jazz and jazz musicians which 
ring true. But, having attempted to do it, and failed, and having consulted the "authorities" I 
could find, I'm not sure any two people on the planet can agree on a fully satisfactory definition 
of "swing."  This is why both Louis Armstrong and Fats Waller have been credited with the 
saying, "If you have to ask what swing is, you don't have it."  The best any of us can do is come 
up with operational examples.  For quite a few years I have been happy using the Count Basie 
rhythm section (Basie, Walter Page, Freddie Green and Jo Jones) as my own ground zero 
example.  If they didn't swing, then I don't know who did, or does.  Interestingly (to me) the Kid 
Ory rhythm section c. 1945 bears a lot of resemblance in overall sound. (Buster Wilson, Ed 
Garland, Bud Scott and Minor Hall.)  I don't know what it means and I wouldn't argue with 
anyone who disagreed. 
 
     I would not only agree that 'many young bands do not swing," but I would add that many 
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bands of any age do not swing.  Describe swing? (see Basie passage above). Moreover, I am 
convinced that many wannabe jazz musicians will never swing, because of some mysterious lack 
in their personal apparatus.  Likewise, that such people can never be taught to swing.  You hear 
it, and learn to do likewise, or you forget it (or persist, to your own dissatisfaction and that of 
those trying to play with you).  It is arguable that some very great individuals could single-
handedly "swing a band" but I only believe this is true if the people in the band were capable to 
begin with. Louis couldn't swing the Henderson band in 1924 and he couldn't swing the Les Hite 
band 6-7 years later, but he had no trouble with the Luis Russell band because they were ready 
and able.   Plenty of recorded proof here.  For all practical purposes, among us mere mortals I 
think no band is better than its rhythm section. (Though I have played in bands which were no 
equal to their rhythm sections--amazingly, a really cooking rhythm section could make such a 
band sound passable or better, if the horns have the wits to surf on the rhythm without getting 
heavy-handed.)  If these contentions are true there are serious implications for any jazz 
pedagogy.  Myself, I think an honest approach would be to tell any beginning or entering group, 
"These are arts and skills which may be learned--by some but not by all--but they can hardly be 
taught."  That at least would be honest, but of course departments heads, registrars, et.al. would 
hate it.  In this respect, there is a close analogy to teaching creative writing, which I did for 20 
years and more.  I got to the point where I began by saying, "Don't ask me (as people always 
would), 'Am I a writer?'  A writer is a person who writes, period. Very little if anything can be 
taught about the actual craft of writing fiction or poetry.  I am, at best, an experienced and 
sympathetic reader, and I get paid to tell you what I think of what you write, and how you might 
do it better.  But any guarantee would be a lie."  A few people would always leave at this point, 
and drop the class, and I would feel a little relieved.  I have no idea whether you may ever be 
granted, or earn, that much leisure to be honest. Times are tougher.  But if you can't, you are a 
party to a fraud, which may be quite enjoyable up to a point. 
 
   The blues is something else.  I think it is the quality that puts a certain genuine gravity and 
weight into jazz, and without it, jazz is at best half-frivolous. Humphrey Lyttelton said, "Blues is 
what is serious in jazz."   It is a black mystery which some white people have found their way 
into, proving that black players don't own it, though it was black players who wrote the book, 
and not the likes of Bix Beiderbecke, with his lyricism and melancholy.  Most of the bullshit 
talked and written about the blues has one or another political bias, among whites being rooted in 
Marxist theorizing of the 30s and 40s (a song of proletarian lament, etc.)  The idea that it is an 
affirmative response to life is still widely overlooked.  It effects the way you play, and when 
faked it is deadly.  Thus it can produce a terribly form of self-consciousness.  This has to be lived 
with and overcome.  Like NO jazz you learn how to incorporate it by a lot of listening and a lot 
of hard trying.  Definitions of the blues are usually even sillier than definitions of swing.  There 
are no formulas and no short cuts.  This is made even more unfair because some people get it 
quickly, some more slowly, and a great many never.  The thought of one white teacher teaching a 
roomful of white kids how to play blues is as foolish as it is irritating, unless he comes armed 
with a guitar and a lot know-how (and keeps his mouth shut). I'm sorry if this sounds harsh, but 
this is something I've learned first-hand, the hard way.  The harshest thing I have to say is that 
any jazz without a definite and genuine blues component is doomed to a skillful triviality at best.  
(Goodbye 90% of the Dixieland bands in existence, which would be just fine with me.) 
 
   The characteristics of NO ensemble are hard to say anything helpful about (I'm thinking about 
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Questions 8, 18, and peripherally 25 and 26.)  I would say that everybody ought to play hot all 
the time, and that there are different ways of doing it.  If a young trumpetist isn't trying to play 
hot, what the hell is he or she doing instead?  Hot vs. sweet is a flawed opposition; so is hot vs. 
gentle; the great players do both at once.  Hot vs. beautiful is an insane opposition, since jazz is 
never beautiful unless it's hot.  These oppositions are a basically European approach: more 
critics' bullshit (I think). 
 
   My only halfway-plausible suggestions as to how (in Question 18) are either explicit or 
implicit in Part 1 above.  Listen and play; keep listening and playing; learn from and instruct 
your fellow players. Bad beginners' bands get better by playing together (and no other way).  If 
some people get discouraged and drop out, it is probably better that way.  There will always be 
people who persist, and still never get it. You will certainly make more progress if you fake and 
listen than if you read and congratulate yourself on cutting the score. Think about what "playing 
together" means.  You never know what will instruct you.  It might be listening to superior string 
quartets, who do a lot of the same things.  It's how some quartets become superior, and jazz 
bands too. 
 
     That suggests one additional thought, which is on how a band decides to structure front-line 
play (if at all).  My early models were the Kid Ory band and the Watters-Murphy thing.  I know 
that Ory thought of the front line as a brass team, with the clarinet free, free, free.  You can hear 
it with Ory & Mutt and Simeon or Bigard or whoever.  The San Francisco thing was so vertical--
ideally four horn parts, never doubling one another.  It drove Helm to study in the greatest depth 
the way Dodds worked with Oliver, Louis and Dutrey.  He identified a characteristic second part 
and mastered it in a way Scobey never did.  It became part of his whole style.  He combined it 
with the freedom of the NO players.  Dodds AND Louis were his masters.  I mention this 
difference because it is handy to think of it, if only for comparison's sake.  The parts in the 
Howard-Lewis-Robinson front line were even freer (something about this in Part 1 above).  That 
rhythm section sprung them all free, and what integrated the whole thing into that sound--so 
widely influential, more in Europe than here--was rhythm.  Harmony was king for Watters, and 
accurate leads.  That's why SF bands are all so rhythmically comatose.  Whoever it was who said 
"Everybody plays rhythm all the time, not just the back line," was right on the money.  Hard to 
do if you're terrified of doubling somebody.  Mind you, if your ear gets trained by practice you 
get awfully fast at getting off a doubled note, or even seeing it coming and going the other way.  
So many incredible things can happen in this music.  My present clear preference for the swing 
group is 90% based on the fact that the rhythm section is so much more energizing than in the 
"NO trad" band. For me, NO jazz gets to be drudgery--those dead simple trombone parts!--unless 
the rhythm section is really kicking me in the ass.   
 
     I'm going to quit here.  I hope some of this will be of some use to you.  Should you care to 
pursue any of this ad hoc along the way, I'll be glad to do it. Ask me anything, I can always say I 
don't know.   
 
     Good luck and be well.  Happy Climaxing in Toronto, and in Fredonia don't let the 
bureaucrats grind you down, as they are so expert at doing. Jim Leigh 
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1. Name:   
 
Jim (James Thomas) Marsh 
 
2. Date and place of birth:  
 
May 7th 1931; Ripley, Derbyshire, England. 
 
3. Primary Instrument(s):   
 
Six and four string (tenor) guitars; tenor banjo 
 
4. Age you became interested in New Orleans jazz:  
 
18-19 years old 
 
5. Age you began to play New Orleans jazz:   
 
Approximately 43-45 years old. 
 
6. Brief synopsis of your playing career:   
 
From age 35 after self-learning guitar for about five years I played in amateur folk music groups 
and bluegrass bands in Saskatchewan.   I was a founder member of the Riverside Jazz Band, 
Saskatoon. SK, circa 1974-80.  After moving to the West coast in 1980  I did a lot of substitute 
playing in Vancouver with various  bands 1980-1985; I became a member of Mike Cox’s 
Chosen Seven 1987 – 89; formed own band The Mud Bay Stompers circa 1990, at the same time 
being a member of the Phoenix Jazzers;  Grand Dominion Jazz Band 1995 to present; substituted 
with other well-known bands during this period including the Golden Eagle Jazz Band and 
Gremoli. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
I don’t feel sufficiently qualified musically to address this item. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
Absolutely!  Very definitely! How can it be otherwise when the same notes are read and played 
every time a tune is played? 
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9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
Listen to someone who has mastered the art.  Stay very close to the melody at all times.  Many 
young players seem to think the art of playing jazz is to blow as many notes as possible, 
preferably in a range that only dogs can hear.  I have no recommendation as far as listening and 
learning from a recording versus reading the sheet music are concerned.  As long as a reasonably 
accurate rendition of the melody can be produced I don’t think it matters.  If the recorded version 
differs from the sheet music the sheet should be the determining factor.  This assumes the person 
can read the music.  Variation from the written version should not exceed 5-10%. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I can only play by ear and have no knowledge of reading music other than knowing there are five 
lines and four spaces.  I cannot play from written music.  I grew up literally from birth hearing 
my mother and father singing many of the songs we play in jazz bands today, e.g. When Your 
Hair Has Turned to Silver, ‘Til We Meet Again, It’s Only a Beautiful Picture, The Miner’s 
Dream of Home . . . mainly Victorian era ballads and parlour songs, combined with some light 
opera, music hall tunes and tunes from popular shows or movies of the day.  At age 30 I bought 
my first instrument – a guitar – and began learning chord shapes and to play simple folk tunes 
etc, developing the art of listening for chord changes and how and when they occur.  As I went 
along I played increasingly more complicated tunes and began playing with others in folk music 
and bluegrass groups.  A major leap was required when I was asked to play banjo in the 
Riverside Jazz Band . . simultaneous transitions from guitar to banjo and simple folk music keys 
to concert were required.  I used the same techniques again but thinking in terms of concert keys.  
I had the advantage of knowing the melodies to many “trad” tunes from my listening in earlier 
years.  I am now able to switch freely between concert and non-concert simple keys.  I suppose I 
continue to cultivate the art in that I will occasionally pick up the banjo and run over tunes in my 
head but that’s as serious as it ever gets. 
 
11. Do/did you play along with recordings? 
 
At one period yes with a view to honing my skills in speed and accuracy. This was most 
pronounced when I joined the Grand Dominion band as my playing had to step up to levels it had 
never been at before. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I think that if a young person has sufficient and lasting love for a particular style of music they’ll 
acquire the skills by any means available to them.  From my own observations I think a lot of the 
young people who play in youth jazz bands today do so because it’s the cool thing to do: it 
boosts their status in the eyes of their peers,  similarly with those attending jazz camps.  I 
acknowledge that there are exceptions to this general statement.   Will the majority be playing 
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jazz ten years hence?  Not many I fear.  An anecdote about a girl in her late teens who had 
attended the Sacramento youth jazz camp a number of times seems apropos here.  If you wish, 
please edit it out if you think it not pertinent to your research, but to me it is very pertinent to this 
topic.   
 
While playing with Phoenix Jazzers in the Spokane festival some years ago, we were asked if a 
local girl who had been sponsored by the local jazz society for several attendances at the 
Sacramento youth jazz camp could sit in with us. We agreed and a gorgeous young woman in a 
full length cocktail gown joined us on stage. A hasty conference took place about what we would 
play and she produced a sheaf of  sheet music of compositions of her own!  I bowed out 
immediately being unable to participate and she ended up with the bassist, who could read, and 
drums providing the major backing plus an odd note from the front line where they could figure 
out what notes to offer.  There was no resemblance whatsoever to New Orleans jazz, either 
melodically or rhythmically. She eventually ran out of music and when we suggested some quite 
standard tunes she either had no interest in doing them or said didn’t know them.  That was the 
end of her sit-in.  She’ll make a great lounge pianist: a traditional jazz pianist?  I don’t think so. 
 
13. Can you read music? 
 
No. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
I don’t think so.  I learned tunes by hearing my parents sing them (there were no instruments in 
the house) as a child and have always been very quick to learn a melody.  I think this was a skill 
acquired in childhood and really don’t think this has changed over time in my case. 
 
15. Do you think about chords when you play? 
 
No.  I play chord shapes.  I know the progression of chords within a certain key and play the 
chord shape or an inversion of it without thinking, based on my hearing of where the tune is 
headed and its construction.  My ear tells me that the next chord is going to be an Eb and I 
simply move to it. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
 
From sheet music, published fake books, other musicians.  The right chords are those written by 
the composer, but in many cases these are quite complex with sometimes four changes within a 
bar which can seriously challenge the ability of a tune to swing.  Sheet music chords are usually 
designed around the pianist who has much greater ability and flexibility to make the several 
changes within a bar by the simple expedient of moving a finger: not so the banjo or guitar 
player who perhaps must make a complete repositioning of the hand to accomplish the changes.  
I have no qualms about replacing “busy” sequences like this with a straight bar of Bb or 
whatever.  If you mean deliberately changing the chords for no reason, I do not agree but it 
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frequently happens for various reasons.  For example we were listening to Climax playing a 
particular tune on the Lido Deck and both Jim Armstrong and myself winced every time a 
particular bar came around because of the chords Jack was using.  I think it was in the bridge of 
When You And I Were Young Maggie.  I would want an expert to read the sheet music and tell 
me what the correct chords are based on that reading, so cannot say that what Jack plays is right 
or wrong . .  the chords are what Jack plays.  I do know for sure that what we (GDJB) play 
sounds much better to my ear . . is a much better sounding sequence.  I can elaborate on this if 
you wish. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Listen, listen and then listen some more.  When sufficiently familiar with a tune try playing 
along with a recording.  Learning a tune from sheet music and memorizing it will often produce 
a tune learned in one form only which will be used every time the tune is played. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
I think a lot depends on the chosen instrument. Breaking the question down, firstly, learning to 
play by ear I think is a skill that a person either has or doesn’t have: in an earlier time it would 
have been called a talent.  A trumpet player needs to learn strictly melodies and if he/she can 
master this,  coaxing the right sequence of notes out of the trumpet comes next and will be easier 
for some than others but is usually a matter of time and practice.  Certainly, because it is the 
melody that is to be played, this can be learned either by ear or from sheet music, and it will be 
easier than for other instruments.  Reed and trombone players must learn harmonies to 
accompany the melody because this is their function, one above it and one below it.  Pianists, 
banjo/guitarists and to some extent bassists have to be aware of both the melody and where it 
goes, also the chords which will accompany the melody in whatever key it’s played in.   For a 
really superior band, the drummer also needs to know the tunes and accompany them 
appropriately.  I have no recommendations other than a lot of listening and learning and skill 
honing. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Dancing.  As it was in the beginning is now and ever shall be, for ever and ever. Amen. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
I believe audiences are there to be entertained. An occasional educational comment on a tune is 
appropriate: perhaps composer and date of composition or from such and such a show or movie, 
but this should never override the entertainment aspect. Granted there are exceptions to the rule 
but I believe the majority of audients are there for entertainment . . not education.   At one time, 
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by entertainment I would have meant the music’s entertainment value, not funny hats and a 
string of jokes between every tune, but unfortunately my observation is that this is becoming an 
expectation on the part of many audiences as the audience mix gradually changes to younger 
people.  A couple of glaring examples are Cornet Chop Suey . .  higher, louder faster . . makeup 
and funny hats and The Boondockers . .  more funny hats and jokes . . all good musicians but 
given to far too much humour (some of it off-colour) and less emphasis on music than gags.  
Having said that, try to get into one of their performances and you’ll find lineups, so it becomes a 
question of what audiences expect . . not what you think they should get.  I think that playing 
requests (within reason) is an important aspect of building rapport between audience and band.   
 
21. Many young bands do not swing. Can you describe swing? 
 
No I can’t but listen to J.S. Bach, Vivaldi, Handel and Telemann . .  they swing like crazy. Swing 
is a momentum generated in a tune and is a skill acquired over many years of playing experience. 
I’d be the last to expect a youth band to swing.   
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
“Blues feeling” is another hard-to-define term but it is hugely important in colouring the music, 
even when a tune may not be an actual blues.  I tend to introduce blues into any type of tune by 
playing sevenths instead of major chords, using blues style runs  . .  things like that . .  but I’m 
unable to say why youth bands have a problem with it.  It may be a simple matter of insufficient 
experience in playing and listening to blues. 
 
23. Which trumpet players model a good ensemble lead? 
 
I would like to tout our trumpet player Bob Jackson although on our latest recording he has 
slipped downhill somewhat to my way of thinking.  In the past he has been solid on the melody 
line and rarely departing from it, embellishing it somewhat with the odd flourish during solos but 
not very much. Hence the title of our new CD – Straight Ahead!   His attack was so direct and 
forceful as to be intimidating but he is diminishing somewhat . . possibly due to health and aging 
. .  and is becoming a bit more of a fussy player.  I respect Leon Oakley’s playing because of his 
adherence to the melody but he can’t be classified as a New Orleans player in my opinion. No 
others really come to mind . .  I can name a lot of technically very proficient players but few 
stick to the melody very well.  
 
24. Which trumpet players model good solo conception? 
 
See above. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
Hot is very hard to define but I know it when I hear it.  Does it mean loud?  Fast?  With great 
energy?  Powerfully?   Exactly the right tempo???  Bob Jackson can play hot when playing a 
slow blues pianissimo.  Since I cannot really define “hot” I cannot really answer the question. 
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26. Do you have any other thoughts you would like to share? 
 
No . . but am prepared to answer any specific questions that might help you.  
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1. Name:   
 
Peter E. Pepke 
 
2. Date and place of birth:   
 
4-24-36 Warren, PA USA 
 
3. Primary Instrument(s):   
 
Slide Trambune & Drums 
 
4. Age you became interested in New Orleans jazz:   
 
seven 
 
5. Age you began to play New Orleans jazz:   
 
eight 
 
6. Brief synopsis of your playing career: 
 
Graduated Warren, Pa., High School in June 1954 and immediately went on the road with Von 
Bros. Circus Band. Met Jim Beatty of Jamestown, N.Y., and joined his Dixielads. Toured with 
and for Wild Bill Davison. Played with many local groups. Played the Sacramento Jubilees of 
1976, 78, 79 (with Danny Alguire), and 89. Also other festivals in Colorado with the Good Time 
Jazz Band, Ernie Carson, Gene Mayl, toured Europe with and for Jay Wachter (Germany, 
Norway, Iceland) and Austria. Played seven years in the casinos in Atlantic City with Debbie 
Schreyer, Franny Smith, and Mark Allen Jones. Played Super Bowl (Miami) with Muskrat Band, 
Opryland, and festivals in New York, New Jersey, Maryland, Delaware, and Washington DC. 
Played Washington, Oregon, Sun Valley, St. Louis. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
New Orleans, style of music, if played correctly sans ego, is the simplest and nearly most perfect 
style of collective improvisation. The pattern replicates a string quartet, in that each instrument 
has a specific part to play and when accomplished, it is nearly perfect. The clarinet has to listen 
to the cornet playing a good strong lead in order to play the harmony above. The trambune also 
has to have ears to fill in the lower harmony. Then the piano (banjo-guitar) have to play the 
steady rhythm, the bass is the time keeper, and the drums build it up and play the accents (which 
is why they have to at least try to learn the repertoire). 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  



 174

 
Reading music is very helpful in the learning process, esp. if the listener has no ears. But when 
the music has been assimilated the improvisational skills of the players comes into play. (With a 
few exceptions, good arrangers can write better parts than the musicians can come up with, 
especially if they fall into repetition mode.) 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
Not being a cornit picket, I am not qualified to tell anyone how to play the lead, but I would 
listen to Willie Geary Bunk Johnson as the perfect example of non-virtuoso lead. He could play 
more but didn’t – the perfect lead to replicate. Others would be Kid Punch Miller. He first should 
listen to the records, the originals, not the 2nd or 3rd generation, if that doesn’t work, and it 
doesn’t for many, then get some charts and read the lead. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I don’t know how I did it. When my dad came home one day, I (age 6) was playing I Ain’t Got 
Nobody on the trambune. He asked me how did I do that, as he good [could] “fake.” I couldn’t 
tell him but them I had him teach me reading, etc. Learning to play the correct part in New 
Orleans music should be simple, just listen to the good guys. Jim Robinson, Kid Ory, Honore 
Dutry (I played with his brother Sam), Santo Percora, GEORGE BRUNIES. It’s o.k. to listen to 
greats like Abe Lincoln, Jack Teagarden, and Irving Milfred Mole, but who the hell can duplicate 
that? They were stylistic [geniuses]. 
 
11. Do/did you play along with recordings? 
 
In the early days – yes – not in years 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I am not of the opinion that it can be taught. I know there are some people teaching traditional 
jazz, but I am not sure, with rare exceptions, that it is worthwhile or even good. 
 
13. Can you read music? 
 
Yes. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
Good question. Yes it has to change. My changes came in playing with Ernie Carson. Although 
he told me what to play, I can date my improvement in ensemble playing to pre and post Carson. 
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I know he didn’t do anything intentionally but maybe through osmosis I picked something up. It 
was a major change in my playing for the better. I am the perfect person to play trombone in that 
my biggest kicks come from ensemble playing, making the whole better, rather than soloist. I 
love ensemble playing. A great example is Kim Cusack, clt. I do hear differently – I used to 
listen mostly to what the trambune did, but now I listen to the other instruments and how the 
trambune relates to them.  
 
15. Do you think about chords when you play? 
 
In think about chords when I am playing ensemble – my favorite thing to do. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
 
I generally listen to the lead, figure out what I should be doing, and attempt to beautify it. It is 
sometimes helpful to read a lead sheet or sheet music to determine the listed chord. I am never in 
favour of changing the chords or the damn melody line. If it was good enough for Lil Hardin, it’s 
just as good 80 years later. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
It is important for the young player to listen to the originals, not the 2nd and 3rd generation of 
players. Find out what made this music great and lasting. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
Again, listen to the good guys and drop your ego. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Dancing if played correctly. With rhythm. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
You must first find out what the leader wants from you. I have a long tradition of showmanship, 
learned from my circus experience, and from my parents who were in Vaudeville. I know I 
worked a lot more than much better trambune whompers because I figured out what the leader 
wanted, showed up sober and on time, and did what I was asked when I was asked..(2nd knew the 
repertory). When I am a leader I feature all of the other musicians as I try to hire the best players 
and the ones who make the best stage impression. Play any and all requests esp. if you want 
another gig there. 
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21. Many young bands do not swing. Can you describe swing? 
 
No I can’t. I know it when I hear it, I know who can and can’t, but it is an elusive thing. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
I have never figured out why some people can play blues and others can’t. There again it is a 
mindset I don’t know about. 
 
23. Which trumpet players model a good ensemble lead? 
 
Willie “Bunk” Johnson, Bob Schoffner 
 
24. Which trumpet players model good solo conception? 
 
Willie “Bunk” Johnson 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
It is impossible for a real New Orleans trumpet player not to play hot. 
 
26. Do you have any other thoughts you would like to share? 
 
This music has been my life for 52 years. I have limited talent, but great enthusiasm, I am not 
serious about myself in the music of jazz, or anything else, but I take the product very seriously. 
You must honor the tradition of those who have established (invented this) a style that has lasted. 
The music is not offensive to many people or any one group, that is why it has been accepted as 
a non-controversial and pleasant party music. Take the music seriously, but remember no matter 
how good you think you are, it pretty much has all been done before and better by those 
legendary giants we continue to treasure and honor. 
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1. Name:   
 
Bill Richards 
 
2. Date and place of birth:   
 
July 11, 1937, Sacramento, California 
 
3. Primary Instrument(s):   
 
Piano 
 
4. Age you became interested in New Orleans jazz:   
 
20 
 
5. Age you began to play New Orleans jazz:   
 
20 
 
6. Brief synopsis of your playing career: 
 
1952 – 1956: Dance Combo, Sacramento in high school 
1957 – 1958: Original Shakeys, Sacramento – Piano/Banjo and jazz band 
1958 – 1962: San Francisco Bay area 6 nights per week while studying structural engineering at 
UC Berkeley:  

• Goodtime Washboard Three, various locations (before they briefly became 
famous) 

• Red Garter, Broadway near Columbus, San Francisco - Banjo/Piano sing-
along 

• Honeybucket, Fillmore near Van Ness, San Francisco – Double pianos 
• Piano/Banjo at various pizza parlors 

At the Red Garter and Honeybucket I took the place of Fred Soege, who left to open Mickey 
Finn’s in San Diego and become known as Freddie Finn. 
1962 – 1975: Various in Sacramento: 

• Piano/Banjo at Capone’s Chicago Tea Room on Fulton Street 
• Dutch’s Gashouse Gang (jazz band) 
• Piano/Banjo/Comedy with Boondockers 
• Jazz Quartette at Original Shakeys 

1970  Began attending monthly sessions of the Sacramento Traditional Jazz Society  
1976 – 1988 Founder/Leader of Sutterville Stompers Jazz Band – playing Sundays at Straw 
Hat Pizza in Old Sacramento 
1986 – 2006 Piano player with Buck Creek Jazz Band, based around Washington, D.C.  
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7. Please describe the process of musical conversation in New Orleans jazz.  
 
You have to listen to the other players to have a conversation. Musicians react to what they hear 
and it gives them ideas and inspiration – spurs them on. What they hear influences what they 
play. 
 
If possible, discuss the nature of the conversation between the instruments of the front line,  
 
The front line players play off each other. 
 
the instruments of the rhythm section 
 
Ideally, the musicians in the rhythm section listen to each other to find a common internal 
rhythm (syncopation, triplets between beats, playing ahead of the beat, behind the beat, etc.).  
 
and the dialogue between the two. You may discuss any scenarios, general or specific, as 
you so choose. 
 
The rhythm section and the front line respond to each other on ensemble choruses and there can 
be a special dialogue between the rhythm section and individual soloists. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising?  
 
Definitely. 
 
Please describe why or why not.  
 
When I have to read music I’m not as free to hear and react to what the other musicians are 
doing. I’m not a musical academic; professional musicians who read music all the time may not 
have this problem. 
 
There are different conditions that can exist when I play. 
 

1. No written music of any kind: 
I have the most freedom to listen to the others and react, think and create. 
 

2. Lead sheet (melody line and chords): 
I can read a lead sheet reasonably well (as long as it’s not too complicated), but 
I have to keep my eye on the music, so as not to veer off the chords, etc. - some inhibition, not as 
free as #1 
 

3. Lead sheet with a score (or “road map”): 
I have to pay more attention to what’s written. - even more inhibition, less freedom to think and 
react to the others. 
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4. All the notes I’m supposed to play are written on the music and I’m not supposed to play 
any others: 

I’m fumbling to hit the right notes at the right time and don’t have time to think or notice much 
of what the other musicians are doing. - total inhibition.  
 
When music is arranged (#4, and to some extent, #3), someone other than the players has  
decided who does what and when. I have much more freedom to think and create when I can rely 
on my ears and don’t have to look at any form of written direction. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead?  
 
Study and observe professionals, especially good ones. 
 
To learn the melody, should s/he consult the canon of recorded jazz or find the sheet 
music?  
 
Both. 
 
What should s/he do if they differ?  
 
Use what sounds best. 
 
Is there room for variation, and if so, how much? 
 
Yes, but not too far from the original. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear?  
 
Yes. 
 
If so, how did you develop this skill?  
 
I took lessons from a professional piano player for five years as a teenager. Each week I copied 
lead sheets of five new tunes into my book and played them each day for a week. Sometimes I 
would memorize or transpose them. Through this process I “learned” a lot of tunes. I brought my 
books and other music to dance combo gigs.  
 
When I started piano/banjo sing-a-long I brought a tune list to the gig but no music. I would 
practice the tunes at home not looking at the music. The transition from reading music to not 
reading music is very difficult and you make mistakes, but it forces your ears to take over. The 
transition is easier for a sideman playing with a group than it is for a solo or a lead player. 
 
Through the years I’ve learned many tunes on the bandstand without reading music. Usually, 
after one chorus I know the tune if it’s not too complicated. 
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There are differing degrees of “playing by ear”: 
 

1. Play a tune without music in front of you which you previously have played with music – 
not too hard.  

 
2. Play a tune without music in front of you which you’ve heard but never played – 

challenging. 
 

3. Play a tune without music in front of you which you’ve never heard (this would have to 
be with a group) – very, very challenging. 

 
Do you continue to cultivate this?  
 
Yes. 
 
If so, how?  
 
By playing with different bands. 
 
11. Do/did you play along with recordings? 
 
No. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
To play by ear: Memorize tunes and play them with a group, often. 
 
To play along with recordings: Play along with the best. Crank it up loud and use headphones so 
that you can hear the recording while you’re playing. I haven’t done it much but I would guess 
that “Music minus one” would be a good way. 
 
13. Can you read music? 
 
Yes, but not well. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
Yes. I hear more, I feel the energy more and I’m inspired more by what I hear the others playing. 
 
15. Do you think about chords when you play? 
 
Yes, I’m the piano player. 
 
16. How do you find the chords to a song?  
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Sometimes I’ll figure them out by playing the tune, or listen to a group I respect or look in the 
fake books and band books that I have. As a last resort I may look up the original sheet music if I 
have the time and/or resources.  
 
What are the right chords, if any?  
 
My opinion is that the “correct” chords are those in the original sheet music (those of the original 
composer), and the “right” chords are what sound right (best) to me. This definition of “right” 
may vary from musician to musician. So many musicians have learned so many tunes from 
others on the bandstand (like me) that you can’t be sure what the “correct” chords are unless you 
go back to the original sheet music. Fake books don’t always have the “correct” chords and 
sometimes their chords don’t make much sense. 
 
What do you think about changing chords to a tune? 
 
If you change the original chords, you’re saying your chords are better than the composer’s, and 
sometimes you may be correct. Some of the early recordings didn’t have the exact “correct” 
chords, and the chords on the recordings may be better than the original. I say if it improves the 
tune, do it. The most important thing is that the entire band should be playing the same chords. 
 
Changing the chords can subtly or even dramatically change the mood or feel of a tune, but it is 
important that everyone in the group is on the same page. Example: Just a Closer Walk with 
Thee in Bb, 11th measure: E dim7 or Eb min6 - either chord sounds good by itself but not both 
together. I’m not sure what the “correct” version is, so I always ask before we play it.   
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Listen to the best – both classic and current, play from fake books. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
Listen, listen, listen and play, play, play. Listen to classic recordings as well as good current 
groups, listen only to the best, and analyze what they’re doing. Take lessons from a musician 
who knows the music, go to jazz societies and listen and play, go to jazz camp, form a band and 
rehearse at least once a week. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
Both. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance?  
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Both are important, but I’d say entertaining is more important. We want the audience to be glad 
they were at our set. 
 
What about requests, do you play them? Do you play all, some, or none of them? 
 
Usually, the band leader has made up a tune list before the set, selecting tunes for the desired 
flow of energy etc. We generally don’t play requests at the set in which the request was made 
unless it fits with the energy flow. We usually do a request in a later set if it’s in our book (and if 
we haven’t already played it at the festival). We don’t play requests that aren’t in our book (Bill 
Bailey, Indiana, etc.).  
 
21. Many young bands do not swing. Can you describe swing? 
 
No, I can feel it but can’t describe it. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
No, I can feel it but can’t describe it. 
 
23. Which trumpet players model a good ensemble lead? 
 
Louis Armstrong, Mugsy Spanier, Jim Ritter, Bob Schulz, David Kosmyna. 
 
24. Which trumpet players model good solo conception? 
 
Louis Armstrong, Mugsy Spanier, Jim Ritter, Bob Schulz, David Kosmyna. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
No. 
 
26. Do you have any other thoughts you would like to share? 
 
Times are different now than they were for my generation. I was able to learn by playing for 
money and could make a living playing music. Today’s young musicians learning New Orleans 
jazz don’t have that opportunity and must work harder than I did.  
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1. Name:  
 
Jim Ritter 
 
2. Date and place of birth:  
 
Richmond, VA, (in the South!) 1942 
 
3. Primary Instrument(s):  
 
Cornet 
 
4. Age you became interested in New Orleans jazz:  
 
14, and again at 33 
 
5. Age you began to play New Orleans jazz:  
 
14, and again at 33 
 
6. Brief synopsis of your playing career:  
 
piano at 4, cornet at 9, jazz piano lessons at 14, small band jazz in high school, big band in 
college, guitar at 23, joined trad jazz club at 35 and started playing with other members, formed 
Buck Creek Jazz Band in 1977, been having a good time ever since. I play jazz piano (all styles) 
every evening in my office because it helps that I "think music" as often as possible.  
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
I play jazz because of the freedom it gives me to express my musical "feelings"; it comes right 
from the gut. The reason I like to play New Orleans jazz is that 1.) It involves teamwork, the 
band is like a basketball team, all working together to create a unique sound, (you don't have to 
be stellar musician to play, it is more important to be a team player) and 2.) It is the only music I 
know that allows so many musicians to contribute their own improvised part all at the same time. 
The sense of freedom can't be found in any other form of music (except maybe "free jazz", which 
doesn't sell). 
 
The cornet usually plays the melody, but not always, clarinet and trombone  play harmony or a 
counter melody, or both. It is important that the melody player leave space for the counter 
melody. Basically, you don't want melody and counter melody playing at the same time, which is 
why a four-piece front line (usually with a sax added) sounds messy. 
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The front line (FL) and rhythm section (RS)have different roles and responsibilities. The RS has 
to lay done a steady beat on which the FL is free to push and pull the rhythm and that is what 
gives the music it's propulsion, and is what makes people what to "move their feet", or whatever.  
 
I believe listeners like our front line in a rational way because they understand what we are 
trying to do, but they love the rhythm section because of the way it makes them feel.  
 
When a jazz band can work together and change the texture of the music - soft/loud, latin to 4-
beat, march time to 4-beat, 2-beat to 4-beat, stop-time, different combinations of instruments, the 
sound can become quite sophisticated, but I have to admit an affinity for the primitive sound, 
from-the-gut style, that you still hear NO musicians use. It flies in the face of conventional 
musical and thumbs its nose at classical "legit" musicians who are playing in a strait jacket. (That 
by itself ought to attract the younger generation!) 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
Yes. The whole idea is to "invent" your own music within the rules you set for yourself and the 
band. It is truly magic when several musicians, while performing, play a completely 
unanticipated line together, or a phrase that they feed to one another, simply because they are 1.) 
Listening to each other, and 2.) Playing as a team, and when jazz fans hear this they become 
ecstatic, which fuels the players to greater heights! 
 
9. How do you recommend a young trumpeter/cornets learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
I have used both methods and I recommend each one. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to 
cultivate this? If so, how?  
 
Yes, I do, and I believe it is important for two reasons: it helps you learn new tunes, but most 
importantly, a good "ear" allows you to improvise. Without it, your mind relies on moving 
through the chord changes only.  
 
11. Do/did you play along with recordings? 
 
Yes, I did. It's a good way to learn tunes and develop your "ear". 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I don't understand which skill you talking about. If it is "playing by ear", then I would say it is 
crucial to playing jazz. 
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13. Can you read music? 
 
Yes, but I don't read music when I perform jazz. I memorize every tune so that I can concentrate 
on playing it with feeling and, when taking a solo, exploring the potential of the chord changes in 
each tune. The difference is just like talking versus reading from text. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
I can't really tell, but I think my ability to hear music, just before I play it, has improved 
dramatically with experience. 
 
15. Do you think about chords when you play? 
 
Yes, but I also concentrate on the structure of the solo and on what I am feeling at the time. I 
couldn't play a good solo without a rudimentary knowledge of the chords. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
 
Many tunes can be played with different chords in certain parts. The most important thing is for 
the band to agree upon which chords they are going to use, which is why my band uses "lead 
sheets" - everybody is playing the same chords. It is simply a matter of "taste" as to the correct 
chords.  
 
However, I believe that NO jazz should use simple chords progressions without passing chords, 
after all, it is a more primitive style of music, which is a big part of its beauty! 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Listen to as much of as you can - both recordings and live performances. (You can purchase 
Buck Creek Jazz Band recordings from jritter@ritterarchitects.com) A short commercial - Ha, 
ha. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for 
balancing this daunting task? 
 
You don't have to do it all at one time. Tackle the simple tunes first, and try to develop a 
"library" of musical phrases and methods for getting from an E flat to an A flat that you can call 
on from time to time. It's just like learning to speak - we don't talk word after word but phrase 
after phrase, and that how jazz musicians play (with occasionally inventing a new phrase. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
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The music began for dancing; I think King Oliver would be amused to find out that 80 years later 
people are sitting a two hour concert of his music without dancing.   
 
That said, I prefer to play for listeners rather than dancers, because they appreciate what we are 
doing. There is a very popular festival that we refused to which we refused to return because 
their primary venue was for dancing and we could not "connect" with the audience.  
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
I would like to think that we entertain the audience with our playing, but it requires more than 
that. I take requests when I can work them into the set, but if the request comes after the set has 
started and it is in the same key, or has similar chord progressions as another tune in the set, then 
I don't play it - we also have an obligation to the rest of the audience. We also don't take requests 
for tunes we don't want to play because that cheats the rest of the audience out of something they 
would enjoy more. 
 
21. Many young bands do not swing. Can you describe swing? 
 
This word has a lot of baggage. I use the word to describe how musicians play so as to give the 
listener (or dancer) a powerful sense of rhythm. Without "swing", the general feeling of the 
performance is "flat". 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
This is a subject for another entire paper.  The essence of playing with a "blues feeling" is to: 
 
a. Play with emotion, don't be afraid to let it show. 
b. Play with dynamics. 
c. Mess around with the notes - bend them, slur them, just like you do 
with speech. 
d. Use "blue" notes, flatted thirds and sevenths, and others, which set 
a tension in your solo which can be resolved in the next phrase. 
 
23. Which trumpet players model a good ensemble lead? 
 
There are many, the list includes all of the famous players and most of 
the players in the best bands on the circuit today. 
 
24. Which trumpet players model good solo conception? 
 
This is a matter of taste, again, see answer # 23. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
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The essence of NO jazz is to play with emotion and intensity. So the answer is, yes! Listen to 
Armstrong in his twenties and thirties – he played hot, and so did every other horn player. To 
play "cool" is to play with intellect more than emotion - Joe Oliver would not approve!! 
 
26. Do you have any other thoughts you would like to share? 
 
Yes, this questionnaire is very long! Ha, ha - only kidding, I wish I had access to your paper 
when I began!! 
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1. Name: 
 
Robert E. Shanahan 
 
Dear David, 
 
On February 21, 1931 I was delivered by my maternal grandfather (a GP) at his home in  
Charlevoix, Michigan. 
 
During childhood, I had no real musical influences save for piano lessons that lasted for three 
weeks. Live music for me was limited to hymns in church and pop songs sung by my father; I 
would try to replicate the melodies on Tonettes, ocarinas, and kazoos. 
 
Other than a plastic Boy Scout bugle, I was not to touch a real musical instrument until 
1942 when, in a move designed to get out of study hall, I went to band practice with some 
friends. When the bandmaster asked what I played and I replied, nothing, he said to pick 
something. The Sousaphones (I didn’t know their name) hanging on the wall looked important, 
so I said that I would take one of those. I was given a Rubank book, and told to start playing. No 
lessons.  Over the next two years, I could hear that the trombone and baritone lines were more 
interesting. I got hold of a trombone and another Rubank book, and started in (again, no lessons.) 
During this period, my favorite tunes were military marches. 
 
 In 1943 or 1944, I started hearing Spike Jones on the radio, and acquired some of his 78rpm 
records. We formed a high school combo, calling it the Sour Note Five, and began, with limited 
success, to copy Spike’s arrangements–a particular favorite was Der Fuhrer’s Face. 
 
After graduating from high school in 1948, my only musical experience was on E-flat 
Sousaphone in the Michigan Marching Band (the trombone slots were all given to music majors, 
and I was a lowly civil engineering student.) 
 
I was not to encounter real jazz until 1949, when, as a sophomore in a college fraternity, I heard 
another member’s collection of Commodore records: The artists were Bechet, Kaminsky, Wild 
Bill, Brunis, Pee Wee, Ed Hall, – the entire Eddie Condon gang. After learning (by rote) all the 
Brunis ensemble passages, I took over the trombone slot in Bob Leopold’s Ann Arbor Alley 
Cats. Leopold was a drummer who also played cornet. When Leopold graduated, he was 
replaced by Massachusetts trumpeter Bill Andrews who eventually wangled a summer job on 
Cape Cod using some of us and some of his East Coast buddies; we worked an eight-day week 
Tuesday through Sunday evenings with matinees on Saturday and Sunday. We were good 
enough to have the big shots (like Johnny Windhurst) from Boston come down to the cape to sit 
in with us. 
 
We were quite polished when we finished that summer. We auditioned for the Arthur Godfrey 
Talent Scout Show, and won. MCA offered us a management contract,but as students 
(Intercollegiate Stompers), with Korean War deferments we couldn’t accept without losing them 
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Back in Ann Arbor, due to turnover from graduations, dropouts, flunkouts, etc., I eventually took 
over the band, leading it from 1954 to 1958, working four to five jobs onfootball weekends. 
Mind you, in those days we played mostly for dancers, and ¾ of what we played were ballads, 
Latin, Bunny Hop, Hokey Poke and the like. In 1958, Dan Havens came to town, and we had 
two bands with overlapping personnel. The original Boll Weevils had Havens, Teachout, trb; 
Charlie Hooks , cl; Jim Randall, bj; Wat Dickerman, d., Montgomery, p., and moi on tuba. 
 
Summers, med school classmate Carl Reiley and I worked up north in a variety of  
saloons with Bechtold and other local guys. We usually billed ourselves as the Wolverine 
Stompers. 
 
When I graduated in 1958, I went to New York to intern, and Montgomery went into the US 
Army. Havens, working on his English PhD remained in AA, and mostly played with 
Mickey Mouse bands, but also gigged with some of the better Detroit musicians. 
 
July of 1959 was when it all began to come together for the BWJB. Dick Remington, who had 
come to town to work on his biostatistics PhD, took my place on tuba, Teachout to banjo, me to 
trombone, and Joe Fodor on clarinet. Dickerman had moved to California, and wasn’t replaced. 
It was during this period that we started recording. Teachout did all the recording, in plain 
stereo–no mixing of multiple tracks. 
 
Dan Left town for a teaching assignment at the University Of Cincinnati in July of 1962 when I 
had one year remaining of a general surgery residency. I led the band from cornet for its final 
year on campus. During that year Dan visited in the spring, bringing with him Frank Powers on 
clarinet and Tommy Hyer on drums. It was here that we recorded the two cornet stuff.  
 
After leaving Ann Arbor, I didn’t play a whole lot: It was recreational stuff with the Epsilon Jass 
Band, and a whole bunch of gigs as an all-purpose substitute. 
 
In response to your question 7, I would refer you to THE HEART OF JAZZ by W.L. Grossman 
& J.W. Farrell they define the process far more eloquently than I ever could. I have attached the 
pertinent chapters. I believe that collective improvisation is NOT every player doing his own 
thing to a prearranged set of chords. The players must listen one to another AND respond one to 
another. 
 
Reading the music forecloses cross talk with one player influencing another to change his 
phrasing. That is not to say that written music can’t be interpreted–witness ragtime, it’s all in the 
interpretation. Interpretation will make or break a performance. 
 
A cornetist should learn the melody precisely, and consult recordings to learn embellishments 
(which, incidentally, shouldn’t stray too far from the melody.) 
 
For me, playing by ear was initially a matter of trial and error, and to some extent, still is. 
Experience reduces the number of errors with each trial I personally don’t play along with 
recordings, but I don’t see anything wrong with the practice. I used to slow records down in 
order to hear all the notes, but the change in pitch made it pretty challenging. With modern 
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equipment, you can slow things down without changing pitch. Wish that equipment were around 
when I was a lad. 
 
 In high school, I was a champion sight reader, but now I read with difficulty. Unused skills 
wither on the vine. Wasn’t it Louis Armstrong who said he could read music, but it didn’t hurt 
his playin’ none? 
 
When I was a tubaist converted to trombonist, ALL I thought of was chords to the detriment of 
any semblance of a lyrical solo style. I always liked the ensemble best, and felt I was obliged to 
do solos so the cornetist could rest. Chords aren’t difficult to find in Trad Jazz since they fall into 
a rather finite series of patterns.  Occasionally a ringer sequence will pop up, and you will have 
to learn them by rote. 
 
Learning the repertoire? If he’s interested, he’ll learn it, obstacles be damned. There’s no special 
methodology. 
 
Swing is like porn. I can’t define it, but I know it when I see (hear) it!!! I’ve heard all kinds of 
ensembles swing, from gospel to polka to bluegrass to slow ballads. 
 
Entertaining is by far the secret to success, witness Spike Jones, Hoosier Hot Shot, Korn 
Kobblers, Louis Prima, Louis Armstrong (listen to some old Jabbo Smith recordings; he was 
almost as good a Louis, but didn’t entertain, and ended up washing cars).  Often antics aren’t 
necessary if there are decent vocalists in the band. Personally, I prefer dancers: If they’re 
dancing, you know you got to them. You can’t be sure about listeners anymore. In the BWJB 
halcyon days there was wild applause from the listeners; now it’s mostly de rigueur polite 
applause, if any. 
 
Kids anymore can’t do blues–they’ve never been deprived, never starved, get all the sex they 
want, don’t care if their man (gal) done left them–there’s always another. You can still hear 
heartbreak in country: I guess there’s a lot of deprivation up there in the hills. 
 
Ensemble: Scobey, Watters, Spanier, Lawson, Havens 
 
Solo: Louis, Hackett, Braff, Havens. 
 
Hot isn’t necessary. Sometimes smooth is better. Bobby Hackett was a master switch 
hitter in this regard. 
 
No other thoughts. 
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1. Name:  
 
Harold W. (Hal) Smith 
 
2. Date and place of birth:  
 
July 30, 1953 - Indianapolis, Indiana 
 
3. Primary Instrument(s):  
 
Drums 
 
4. Age you became interested in New Orleans jazz:  
 
14 (listened to San Francisco Jazz exclusively before that time) 
  
5. Age you began to play New Orleans jazz:  
 
15 
 
6. Brief synopsis of your playing career:  
 
Tried several instruments before settling on drums.  Took up drumming in 1963.  Played at local 
jazz clubs (Sunday-afternoon sessions) then got serious about drums after sitting in with Turk 
Murphy's Jazz Band and the South Frisco Jazz Band.  Became a full-time professional in 1978.  
Have lived and worked in the New Orleans area twice (1988-92 and 1997-99).  I can send a list 
of all the bands I have worked with upon request. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discussany 
scenarios, general or specific, as you so choose.   
 
In a real New Orleans jazz band, ALL the instruments play rhythm ALL the time.  You can hear 
this very clearly in bands such as Kid Ory's and George Lewis', where the horns play riffs at 
varying levels of intensity behind each other's solos and on rhythm section solos as well.  Even if 
all instruments are playing at once, they are LISTENING to each other and adding personal 
commentary--just as an individual would do in a spoken conversation. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.   
 
It changes for the worse, because reading music takes concentration away from the interaction 
between instruments. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead?   
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Learn to play the melody, then learn to play simple variations on it.  Refine! the process further 
by using mutes and varying the volume. 
  
 To learn the melody, should s/he consult the canon of recorded jazz or find the sheet 
music?   
 
Find the sheet music, note how the melody is written, then listen to the classic N.O. style 
recordings to sort out the difference(s).    
 
What should s/he do if they differ?   
 
Make a decision as to what works best.  A good rule of thumb is to consult the ORIGINAL 
recordings (Oliver, Morton, Hot Five, etc.) rather than Revival-era records.  
 
Is there room for variation, and if so, how much?   
 
Yes, as long as the original melody is not completely lost.  Bunk Johnson was fond of playing 
the melody rather straight, then adding what he called "fancy variations."  On a second or third 
ensemble chorus following the inital statement of the melody, this is very effective.  Likewise, it 
is a big change in texture and color when the front line plays a SECOND ensemble chorus in, 
dropping their volume. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear?   
 
Yes.  
 
If so, how did you develop this skill?  
 
 I learned how the melodies went to different songs.  That is also how I learned to play drum 
solos--following the melody.  
 
Do you continue to cultivate this?   
 
Yes.  
 
If so, how?   
 
I keep learning new songs, including lyrics and try to concentrate on chord changes as well.  
  
11. Do/did you play along with recordings?   
 
I did when I started drumming. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician?   
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It's a good place to start.  Even copying what is heard on a recording can develop your 
musicality.  ("I like what Mutt Carey played there, but I would like to try THIS"). 
  
13. Can you read music?   
 
Not very well.  I prefer to work with a chord sheet (for banjo or guitar) with cues written in. 
  
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how?   
 
Yes.  Obviously, I focus on other instruments in the ensemble and think about how I can provide 
the best accompaniment for them.  I continue to refine the thought process regarding which 
drum/cymbal/percussion instrument sounds the best for each individual instrument.  These days I 
hear MORE--what the different instruments are SAYING.  As I gain more musical knowledge 
and as my tastes change, I hear things that I never noticed before.  It's like starting a brand-new 
conversation.  I listen to ensembles and solos just as I would listen to a conversation before 
adding my own thoughts.  (Don't know if this answers your question).  
  
15. Do you think about chords when you play?   
 
Yes.  I know when I hear the wrong ones! 
  
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?   
 
Start with the sheet music.  If there are too many chord changes to negotiate in an ensemble or 
solo, take out the unnecessary ones.  Example: The sheet music to "I Know That You Know" vs. 
Jimmie Noone's recording. 
  
17. How do you recommend a young jazz player go about learning the repertoire?   
 
Listen to the classic recordings and if possible, find an accomplished, vintage-style band to listen 
to in person. 
  
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task?   
 
Immerse yourself in it.  Devote all your free time to it.  The obsession will pay off! 
  
19. Do you think New Orleans music should be primarily for listening or for dancing?   
 
Dancing. 
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20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them?   
 
I believe that an audience should be entertained, but I prefer subtle entertainment.  If a band is 
having a good time playing together, the audience will pick up on it immediately.  To me, that's 
more entertaining than a band that forces comedy upon the listeners.  I will play requests if the 
song is something that the band knows and can play convincingly. 
   
21. Many young bands do not swing. Can you describe swing?   
 
Lift, buoyancy; everyone moving in the same musical direction 
  
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues?   
 
A lowdown, dirty sound, with effects such as growls (brass), "wailing" (clarinet), percussive 
piano, press rolls on the drums.  Mutt Carey, Bunk Johnson and Johnny Dodds are three names 
that immediately come to mind as outstanding blues players. 
  
23. Which trumpet players model a good ensemble lead?   
 
King Oliver, Tommy Ladnier, Freddie Keppard, Bunk Johnson, Natty Dominique, Abbie 
Brunies, Wingy Manone, Nick LaRocca, Paul Mares 
  
24. Which trumpet players model good solo conception?   
 
Oliver, Ladnier, Keppard, Johnson, Brunies, plus Louis Armstrong and Henry Red Allen 
  
25. Does the New Orleans style trumpeter always have to play hot?   
 
Yes.  Even when New Orleans hornmen play "sweet" they are really playing HOT 
  
26. Do you have any other thoughts you would like to share?   
 
I think it is important to listen to ALL facets of New Orleans Jazz, from the earliest recordings to 
the '50s and '60s--including overseas bands such as Ken Colyer's.  Also, anyone who is interested 
in playing New Orleans music should listen to the recordings by white musicians from the 
Crescent City--whether in ensembles such as the ODJB and NORK or as individuals in other 
musical surroundings.  Listen to the entire panorama of New Orleans Jazz before deciding that 
you want to play a certain way.  Borrow from as many sources as possible to create your own 
style, based in the New Orleans traditions. 
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1. Name:   
 
Bert (Robert) Thompson 
 
2. Date and place of birth:   
 
12-31-34 - Dundee, Scotland 
 
3. Primary Instrument(s):   
 
drums 
 
4. Age you became interested in New Orleans jazz:   
 
16 
 
5. Age you began to play New Orleans jazz:   
 
35 
 
6. Brief synopsis of your playing career:   
 
Began playing in jam groups about 1970, then with organized groups around 1975 until present.  
Music has always been an avocation for me.  My day gig was teaching college English until 
retirement in 1996. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
It seems to me that everyone has to listen to everyone else and play to complement what one 
hears.  Solos, for the most part, should consist of the others in the front and back lines merely 
lowering the volume and, as I said, trying to complement what the soloist is doing.  There should 
be no "stars" in the group--everyone plays for the group, not himself.  Collective improvisation is 
the name of the game.  New Orleans jazz style, as opposed to others, does not consist of an 
ensemble chorus or two to begin the tune, then a string of solos, then an ensemble or two out.  
(Players may have to "take down" once in a while because of fatigue, but some of the older New 
Orleans guys, such has Wooden Joe, were known to play for eight or more hours without taking 
down.)    
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
I play with both reading and improvising bands.  I don't detect much conversation in the reading 
band, which plays charts which are near-transcriptions of the King Oliver and Lu Watters bands' 



 196

renditions of the tunes.  Everyone is too busy reading the little black dots.  Of course, this band 
doesn't work frequently, nor is the personnel always constant, so the charts can never be really 
memorized.  Perhaps if they were, there would be some conversation. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
It seems to me that the best way to learn how to play a good lead is to listen endlessly to good 
leaders play.  But one should not become a mere copiest, although in the beginning one must 
start that way before finding one's own voice. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I play by ear far more than by reading.  My reading skills are rusty since I utilize them so very 
seldom.  (I actually improvise with the reading band alluded to above since I get no drum score 
but a banjo one to see where breaks, stop time, etc., are coming.)  I developed whatever ear skills 
I have by listening to recordings and judging how well the drummers are complementing what 
the others are doing, and by doing the same when I am playing, trying to feel what would be best 
for the group. 
 
11. Do/did you play along with recordings?  
 
I did when I started, but I hardly ever do so now. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
 
I think it's a great way to get started, and it should be useful as long as he or she thinks it is 
benefitting his or her playing. 
 
13. Can you read music? 
 
See #10 above. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
 
I'm not sure.  Having listened to bands for many years, undoubtedly I hear differently now than I 
did earlier.  Bands and musicians I once considered nonpareils do not seem so any longer, and 
conversely some that I considered poor I now esteem highly.                 
 
15. Do you think about chords when you play? 
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N/A (being a drummer! -- I think about them only when someone in the group doesn't know 
them and is dropping clangers all over, causing pain to my ears and soul.) 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
 
I don't think there are "right" chords for any tune, but there are certainly "wrong" ones (see #15 
above).  All we can really talk about are the chords that a certain band or musician used, and 
what is dissonant or consonant. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
 
Listen to recordings and live performances by the best. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
 
Not really, but I have seen so many groups of youngsters playing from scores that I'm not sure 
will help them become good improvisers.  I'd rather see them fumbling, once they have learned 
the melody by listening to enough renditions of it.  Also, I don't think massive aggregations of 
young musicians on stage at one time (three trumpets + two trombones + sax + flute + etc.) is 
helpful to them, at least not if they are to learn New Orleans style. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
 
I think for dancing.  How can one listen to it without responding physically (at least foot 
tapping)?  It is completely natural to get up and involve the whole body in responding, namely 
dancing. 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
 
I think we should do both.  I'll never forget my experience playing with a band called Professor 
Plum's Jazz which tried to "educate" the audience to know and appreciate great jazz tunes.  It 
seemed to work, because we packed the place out every Sunday and got requests for marvellous 
stuff, such a relief from the Saints, Bill Bailey, et al. 
 
21. Many young bands do not swing. Can you describe swing? 
 
To me, when a band swings, I respond with my whole being--body and soul.  I might get up and 
dance, or at least want to.  I am simply captivated totally by what I am hearing and what it is 
doing to me. 
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22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
 
Afraid not. 
 
23. Which trumpet players model a good ensemble lead? 
 
Bunk Johnson, Mutt Carey, Wooden Joe Nicholas, Elmer Talbert, Louis Armstrong, et al. 
 
24. Which trumpet players model good solo conception? 
 
See #23 above. 
 
25. Does the New Orleans style trumpeter always have to play hot? 
 
I would say yes when he plays lead. 
 
26. Do you have any other thoughts you would like to share? 
 
Only that I feel we are at the end of a cycle.  New Orleans style is not flashy, and flash rules 
these days, I'm afraid.  I hope that somewhere down the line there will be another revival which 
will bring back the younger audience.  So many jazz clubs, festivals, etc., are simply 
disappearing along with the audiences, which are dying off.  Very sad but inevitable, I guess.  
But I think New Orleans Jazz will never really die (out) but will be rediscovered by another 
generation down the road. 
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1. Name:  
 
Chris Tyle 
 
2. Date and place of birth:  
 
May 1955 Vancouver Washington 
 
3. Primary Instrument(s):  
 
Cornet/trumpet, clarinet, drums 
 
4. Age you became interested in New Orleans jazz:  
 
11 
 
5. Age you began to play New Orleans jazz:  
 
5 
 
6. Brief synopsis of your playing career:  
 
1976-1978 cornet with Don Kinch’s Conductor’s Ragtime Band, Portland, Oregon.  
1-6/1979 cornet with Turk Murphy Jazz Band, San Francisco. 7/79-7/84 leader and 
cornet/trumpet with Wholly Cats, Portland, Oregon. 1985-12/89 drums with Stumptown Jazz, 
Portland, Oregon, also freelance performance and recording work. 1989 to New Orleans, 
performance and recording (drums and cornet) as a member of Steve Pistorius’ Mahogany Hall 
Stompers, Jacques Gauthe’s Creole Rice Jazz Band, John Gill’s Crescent City Rhythm Kings, 
numerous other groups. 1992-2002 leader of Silver Leaf Jazz Band, performing and recording. 
1996 began playing clarinet. 2003-present freelance performance and recording work on all 
instruments with a number of national and international groups.  
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
In classic New Orleans jazz performances, the trumpet/cornet player lays down a simple lead, 
perhaps embellishing the lead as the performance progresses. Clarinet plays a weaving, obligato 
to the trumpet’s lead, perhaps occasionally playing some lines in harmony with the trumpet. 
Trombone fills the gaps left by the trumpet and can set up the chord changes by playing glisses, 
etc.   
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
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I think it would depend if all were reading. For example, if only the trumpet player was reading, 
the other two instruments would be free to create their own parts. But could it actually be a 
conversation if all three front-line instruments were reading? 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
To learn to play a good lead, it is absolutely essential to listen to those players who exemplify 
this ability (as listed below). The melody should be learned from the sheet music, but also 
understood from recorded performances. I have had and still do have an inner turmoil regarding 
how closely to adhere to the written lead. Recorded evidence suggests that embellishing from the 
printed music was an accepted and perhaps encouraged ability. Yet there are many musicians 
who maintain a fairly strict adherence to the printed music, perhaps only altering the printed 
rhythms as to make the music swing to a greater degree. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
Yes, I can play by ear. Before I started to play I could “hear” in my mind improvised solos. The 
most help was taking a solfeggio class in college. 
 
11. Do/did you play along with recordings?  
 
I did and sometimes still do 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician?  
 
Absolutely essential. 
 
13. Can you read music?  
 
Basic music reading skills, not a sight reader.  
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how?  
 
Yes. Better ability to hear chord changes, better knowledge of what to play and not to play.  
 
15. Do you think about chords when you play?  
 
No, but I can hear them and arpeggiate them on my horn.  
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?  
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The original sheet music is the best place to start, followed by recordings contemporary with the 
publication/release of the tune. (Pianist Teddy Wilson stated he always tried to learn the tune 
from the sheet music.) I’m only for changing chords if there are superfluous chords in the 
original music (often stemming from harmonizing the melody for the original piano part), or if 
there are glaring errors in the changes. 
 
17. How do you recommend a young jazz player go about learning the repertoire?  
 
Listen to as many recordings in the style as possible and learning the melodies from sheet music.  
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task?  
 
Just continually working at it, listening, playing and studying.  
 
19. Do you think New Orleans music should be primarily for listening or for dancing?  
 
It can and should be for both.  
 
20. Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them?  
 
This would need to be tailored to the audience. If the purpose of the performance was strictly 
entertainment, then information about composers or original performers should be kept to a 
minimum. If a student audience, it would be worthwhile to expound to a greater degree.  
 
21. Many young bands do not swing. Can you describe swing?  
 
No. It needs to be learned by listening to recordings or live performances. Trying to describe it in 
words is futile, in my opinion. In my experience people either get it or don’t.  
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues?  
 
Absolutely essential to playing good jazz. But, like swing, you either get it or not.  
 
23. Which trumpet players model a good ensemble lead?  
 
If just within the idiom of New Orleans style jazz, Louis Armstrong, King Oliver, Bunk Johnson, 
Kid Howard, Peter Bocage. Outside the New Orleans-style idiom, Muggsy Spanier, Max 
Kaminsky, Wild Bill Davison.  
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24. Which trumpet players model good solo conception? 
  
Louis Armstrong, first and foremost. Henry “Red” Allen, Lee Collins, Punch Miller.  
 
25. Does the New Orleans style trumpeter always have to play hot?  
 
No.  
 
26. Do you have any other thoughts you would like to share?  
 
I think the best players in this idiom today have great passion for the music and have spent 
countless hours learning from recorded and live performances as well as studying the history of 
the music. Every top player I know has an extensive and well-listened to collection of recorded 
music and books on the history and continues their education.  
 
As a result of my experience attempting to teach New Orleans jazz playing I’ve come to the 
conclusion that the ability to learn is focused solely on whether the student has the passion and 
drive to do the work necessary to learn the craft. If that’s missing, they’ll never get it.  
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1. Name:  
 
Jack Vincken 
 
2. Date and place of birth:   
 
Born April 19, 1936 in Indonesia, Nationality Dutch 
 
3. Primary Instrument(s):  
 
Banjo 
 
4. Age you became interested in New Orleans jazz:  
 
First interested in NO Jazz 1951 
 
5. Age you began to play New Orleans jazz:  
 
Played in various bands in The Netherlands from 1952-1965, with the last one we won a national 
jazz competition. Moved to Canada in 1965 with no NO jazz band to join. Started playing bass 
played for three years with different groups, than joined The Metro Stompers as their bass 
player. In 1971 was somewhat involved with the start-up of the Climax Jazz Band, but could not 
play in two bands because of my day job. Introduced a friend as their banjo player. He left the 
band in 1973, I stopped playing bass on a regular basis and joined the Climax Jazz Band full 
time on banjo. 
 
6. Brief synopsis of your playing career:  
 
The conversation of the instruments is as follows: the trumpet/cornet plays the melody, the 
trombone finds notes to loosely harmonize with the melody and the clarinet or sax plays notes 
that wind around what the trumpet and trombone are playing. Most of these notes you can find in 
the cords that are being played by the rhythm section. The trombone and clarinet players rely 
very much on hearing the cord. The banjo/guitar and or piano have to listen to the lead to be able 
to play the right cords and changes. When solos are played, you can always find the melody back 
in the improvisations and hear the changes coming. The bass/tuba mainly plays the root notes 
that come from the cord structure. It is very important that you can hear all the players so you 
can all converse. 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
When musicians read music, while playing, they might be too pre-occupied with this to be able 
to hear the others and to start interplay. Compare it with some one giving a speech and reading it 
from a paper, rather than doing it from thoughts. When it is all written out, you don’t have to 
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think about harmonizing and finding the right notes. You just go through the motion. On the 
other hand, when you do read and play, you can fit in any band and play the right stuff. 
 
8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
 
The nature of the conversation when playing from written music would be only to hear the other 
instruments play the right parts and to hear how nice it all sounds playing together. With 
collective improvising, there will be much more conversation required to make it all happen. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
 
For a start-up trumpeter/cornetist I would recommend to listen to old recordings from the early 
jazz masters to learn the melody. They would usually play the lead in the first and last chorus. 
First of all, most songs are not available on sheet music and if there is one, you go through the 
motion of reading it and playing it. This way you might not get it in your head, by listening to 
old recordings, when you learn the melody, you will always remember the melody. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
 
I play by ear when I play banjo most of the time. When a song is new to me or is very 
complicated and hard to remember, I would have a sheet with the cords written down. I would 
use this until I remember it. I always played the cords and listened to what they sound like. This 
would be the case in any key because I would refer always back to the sound of the main cord of 
the key the song is written in. This way you can build up a pattern of cord changes that would fit 
any key. This will only work if you deal with cords only. Sometimes I still find new cords and 
add them to my way of playing. 
 
11. Do/did you play along with recordings?  
 
When I started, I used to play along with records until the time that I could hear the changes 
coming before cord changed. When you know what the cord sounds like, you most likely know 
which one to play. If you pick the wrong one, you will have the whole band looking at you, this 
way you learn fast. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician?  
 
For a young musician to start up it is important to know your instruments first and to be able to 
play your part. Playing along with recording is great, practicing at home is needed, but it takes a 
long time. The fastest way to learn to play without reading is to start up a band and just play 
together. Or the ultimate way to learn fast is to have the chance to sit-in in a established band. 
When you are on a stage, “you just have to do it” and fast. 
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13. Can you read music?  
 
I can not read music and never had any lessons. It works out fine for me, but there is a 
disadvantage, I have no idea of the notes in a cord. I just know what it sounds like and where it 
belongs. This has been one of the reasons that I have never persuaded to play single string solo’s. 
To do this you have to know all the notes in every key to be able to play melody in every key. 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how?  
 
In the 54 years I have been playing, my aural skills have increased in such a way that I now hear 
more. By this, I mean being able to hear what all the instruments are playing at the same time. I 
can also zero in on one instrument only and ignore the others. I believe that this develops by 
playing a lot. 
 
15. Do you think about chords when you play?  
 
When I play, I think in cords. Even when I play bass, I think in cords. I don’t need to know all 
the notes in cords when I play bass because it is much more simple than playing a horn. Our 
trombone player can not play without hearing the cords, I believe that he also thinks in cords. I 
think all wind instruments players in a jazz band would do themselves a favor when they learn 
the notes in every cord. 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune?  
 
To find cords for a song, I can in most cases listen to the song and write down the cords for it. 
For a fast song, it might take listening a few times. If I picked the wrong cord, you probably find 
out when you play it. You can always ask someone else what he thinks of the cord. After playing 
a song a few times, I might change a little to the cords sequence by adding some passing cords to 
make it follow the melody a bit better. 
 
17. How do you recommend a young jazz player go about learning the repertoire?  
 
To learn a repertoire, you just have to buy or borrow recordings from ongoing bands, so you 
know what tunes are being played. Even better, go and listen to bands that are playing within 
your area and do it as often as you can. 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task?  
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To learn to play the music, style and to improvise on New Orleans Jazz, listen to other bands, 
recordings, live performances and try to get them to let you sit in with a band and experience the 
conversation. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing?  
 
New Orleans Jazz should be enjoyed mainly by listening to it and/or dance to it, but playing it 
would give you a lot of satisfaction and you might even get hooked on it. 
 
20. Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them?  
 
Playing for an audience should be for listening and entertaining . Never forget that the people in 
the audience have probably paid for it to come, or your fee is included in the food and drinks 
they consume. If you are asked to play a request, always try to play it, but only if it is in your 
repertoire. 
 
21. Many young bands do not swing. Can you describe swing?  
 
To explain swing is very difficult. Louis Armstrong once said: if you’ll ask what is swing, you’ll 
never know.  The best way to describe it, is everybody in the band plays exactly the same 
rhythm, on top of the beat. Nobody is dragging and you all listen to each other to get it together. 
You will feel when it starts to swing and it is like the whole stage will start floating. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues?  
 
To get the real blues feeling is not something that comes by itself. The best example is, listening 
to singers like Bessie Smith, who uses “blue notes” to give this blues feeling. On other example 
is early recordings of Clarinetist Johnny Dodds, who you can hear on recordings from Louis 
Armstrong’s Hot Five and Hot Seven bands. 
 
23. Which trumpet players model a good ensemble lead?  
 
To hear a trumpet player, play good “ensemble lead”, refer to the old recordings of Joe “King” 
Oliver, Jelly Roll Morton’s cornet man George Mitchell, from several new Orleans bands “Kid” 
Thomas Valentine. They all play a good simple lead and don’t forget, if you are playing too 
many notes, you might be playing notes that your fellow frontline musicians wanted to play. 
Leave room for them in between your lines. 
 
24. Which trumpet players model good solo conception? 
 
For solo conception, I would refer to the same people to get the feel of solos and how to build 
them. Most people who try to play trumpet, play too many notes, this might be a case of showing 
off your technique. Always try to make statements when you solo and try to refer to the melody 
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once in a while. Keep it simple. Again I refer to Louis Armstrong, he said it all: one note is better 
than two if you play the right one. 
 
25. Does the New Orleans style trumpeter always have to play hot?  
 
New Orleans trumpeters do not have to play “hot” always. Some songs are better when you play 
very sweet. Also with the blues, you don’t always have to play hot. 
 
26. Do you have any other thoughts you would like to share?  
 
New Orleans Jazz is a bit of an addiction and some people become so narrow minded, that only 
the New Orleans Style as played by e.a. George Lewis is good enough. There are many ways of 
playing New Orleans Jazz, the instrumentation is a big factor in this. Some bands have a rhythm 
section with: Piano, Banjo, Drums and Bass, some have: Banjo, Bass and Drums and some have: 
Piano, Banjo, Drums and Tuba. Even the Banjo is sometimes replaced with a Guitar. They all 
give a different sound as a band, but they can still play New Orleans. 

                                                Jack Vincken       
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1. Name:  
 
Charles Wright 
 
2. Date and place of birth:  
 
June 3, 1938,  Paisley, Scotland 
 
3. Primary Instrument(s):  
 
Clarinet, Soprano Saxophone 
 
4. Age you became interested in New Orleans jazz:  
 
14 
 
5. Age you began to play New Orleans jazz:  
 
15 
 
6. Brief synopsis of your playing career: 
 
Various bands in Glasgow during the “Trad Jazz” revival in UK, 1955-62. Formed and led the 
“Riverside Jazz Band” in Saskatoon, 1976-1984 Joined the “Phoenix Jazzers” in Vancouver, 
1989-2002. (Leader Jim Armstrong) Various groups as “stand-in” in Toronto, 2003-present. 
(Mostly the Climax) 
 
7. Please describe the process of musical conversation in New Orleans jazz. If possible, 
discuss the nature of the conversation between the instruments of the front line, the 
instruments of the rhythm section and the dialogue between the two. You may discuss any 
scenarios, general or specific, as you so choose. 
 
Front line is always looking for either harmony, or at least resolving discords.  That often means 
the trumpet/cornet on melody (albeit with frequent ornamentation), the reed weaving around but 
rarely on melody, and the trombone providing bass harmony that is more definitely rhythmic and 
can even be regarded as a part of the rhythm section at times. 
 
The rhythm section must of course provide and hold the beat and should (THIS IS A HUGE 
SHOULD) be sensitive at all times to what is going on up front.  Far too many bands – I would 
say the majority in my personal experience – have little or no understanding of dynamics, find it 
very difficult to play sensitively and quietly at times and build in the dynamic contrasts that 
really lift the music to a whole new level of interest.  This is especially true for the rhythm 
section that often tends to go into a sleep/awake state that maintains the same volume and style 
from beginning to end of a piece unless someone yells at them. 
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8. Do you think the nature of this conversation changes when musicians read music versus 
collectively improvising? Please describe why or why not.  
  
Yes – it changes dramatically.  The downside is that the interest (both for musician and 
audience) of improvisation is lost, but on the upside with reading music it is much easier to deal 
with the dynamics problem discussed above, and also script some particularly interesting licks, 
breaks, harmonies and ensemble sections. 
 
9. How do you recommend a young trumpeter/cornetist learn to play a good lead? To learn 
the melody, should s/he consult the canon of recorded jazz or find the sheet music? What 
should s/he do if they differ? Is there room for variation, and if so, how much? 
  
In my opinion, listening is the one and only way to do it.  No matter what song you choose, a 
straight read of the melody is going to sound like a 6-year-old after a few lessons.  The melody, 
of course, must be clearly recognizable, but the multitude of dotted and double-dotted semis and 
semi-semis etc that make it interesting must be heard in order to learn – NOT in order to 
reproduce them, but to get a feel for the essential syncopation.  With this background, then a 
would-be jazz trumpeter has at least a fighting chance of developing his/her own style within the 
idiom. 
 
10. The ability to play by ear is often considered to be a critical skill in New Orleans jazz. 
Can you play by ear? If so, how did you develop this skill? Do you continue to cultivate 
this? If so, how?  
  
Yes – in spite of a long conservatory education in music (piano), my entire jazz experience has 
been in playing by ear.  I can usually reproduce a new melody within 1-2 hearings and it is a 
frequent occurrence to have to play along with a band on a tune that I have never played (or 
sometimes even heard of) before.  Playing the clarinet in a trad band is 100% dependent on 
hearing (feeling) the chord sequence and modulations as they roll along.  I also play piano 
extensively by ear for sing-a-longs, for accompanying singers, and for my own amusement. 
 
11. Do/did you play along with recordings? 
  
I used to do that regularly when I was in my teens, and I still do sometimes for fun. 
 
12. What are your thoughts on the cultivation of this skill for a young jazz musician? 
  
Playing along with recordings or preferably a band is definitely THE way to develop the skills. 
 
13. Can you read music? 
  
Yes 
 
14. Has your understanding of aural skills changed over the years? Meaning, do you hear 
differently as time has passed? If so, how? 
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I don’t think so, except for the increasing ability that experience gives you to anticipate what 
chord is going to come next even if it is a piece that you do not know. 
 
15. Do you think about chords when you play? 
  
Yes and no!  No for most well-known tunes that I have played a zillion times before.  Yes for 
unknown tunes or if struggling in an unusual key.  For example, I was playing with Jeff Healey’ 
Jazz Wizards recently and he casually mentioned as he was counting in a song that it was in D-
flat – so I really had to think very carefully about where suitable notes might be for the chords 
involved! 
 
16. How do you find the chords to a song? What are the right chords, if any? What do you 
think about changing chords to a tune? 
  
My ear principally, from recordings or from hearing it played.  Within certain boundaries, there 
are “right” chords for a tune, but there are also very many agreeable substitutes.  Gospel tends to 
do this very well, whereas most trad jazz sticks to the basics.  Take the verse of “His Eye is on 
the Sparrow” for example.  There are only about 4 basic chords for the tune, but a skilful 
accompanist will go through multiple passing chords that lift the power and beauty of the song 
way above the melody alone. 
 
17. How do you recommend a young jazz player go about learning the repertoire? 
  
Listen, listen and listen, and play along with recordings 
 
18. There are lots of obstacles for a young player learning the New Orleans style, 
conceivably learning to play by ear, learning collective improvisation, learning the 
repertory, learning the style. Do you have any recommendations for balancing this 
daunting task? 
  
Please see my answer to 17. above.  There is no substitute for this. 
 
19. Do you think New Orleans music should be primarily for listening or for dancing? 
  
Yes 
 
20.  Can you discuss your perspective on entertaining the audience versus educating the 
audience? Do you balance this out in your own performance? What about requests, do you 
play them? Do you play all, some, or none of them? 
  
Requests are fun, although sometimes very challenging.  For example, at a recent gig I was asked 
to do Stranger on the Shore as a solo.  I know it well of course, but I had not played it probably 
for 20 years.  Like I say – fun but a challenge. 
 
21. Many young bands do not swing. Can you describe swing? 
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No.  I can hear it but I can’t describe it other than to say that it is mainly a front-line 
responsibility and it happens due to a combination of notes, harmonies and appropriate 
syncopation. 
 
22. Many young bands do not incorporate a real blues feeling. Can you describe the use of 
blues? 
  
Not sure what you mean with this question.  Part of it is the self-confidence and experience to 
know how to play low and slow – and varying the dynamics is even more important with the 
blues. 
 
23. Which trumpet players model a good ensemble lead? 
  
The 2 greatest that come to my mind (both in the British Trad style) are Pat Halcox (Chris Barber 
band) and Bob Jackson that used to play with the Grand Dominion. 
 
24. Which trumpet players model good solo conception? 
  
To me that is the same question 
 
25. Does the New Orleans style trumpeter always have to play hot? 
  
No.  Sometimes yes, but dynamics is the thing. 
 
26. Do you have any other thoughts you would like to share? 
  
Can’t think of anything else – your questions are quite comprehensive. 
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APPENDIX III: 
 

Sheet Music 
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Example 1: When You and I Were Young, Maggie 
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Example 2: American Soldier – 1st Cornet, 2nd & 3rd Cornet 
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APPENDIX IV: 
 

Chord Book 
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Alphabetical Listing of Selections: 
 
A 
 
A Cup of Coffe, A Sandwich & You 
A Good Man Is Hard To Find 
A Hundred Years From Today 
A Kiss to Build A Dream On 
A Monday Date 
Ace In The Hole 
African Queen 
After The Ball 
After You’ve Gone 
Ain't Misbehavin’ 
Ain't She Sweet 
Alabama Jubilee 
Alabamy Bound 
Alcoholic Blues 
Alexander’s Ragtime Band 
Algiers Strut 
Alice Blue Gown 
All By Myself 
All Of Me 
All The Girls Go Crazy, ‘Bout The Way I Ride 
All The Quakers Are Shoulder Shakers (Down  

In Quaker Town) 
Am I Blue 
Amazing Grace 
Angry 
Any Rags 
Any Time 
Apex Blues 
April Showers 
Arkansas Blues 
As Long As I Live 
Asleep In The Deep 
At A Georgia Camp Meeting 
At Sundown 
At The Codfish Ball 
At The Jazz Band Ball 
At The Mississippi Cabaret 
Atlanta Blues 
Atlanta G.A. 
Auf Weidersehen 
Aunt Hagar’s Blues 
Auntie Skinner’s Chicken Dinner 
Avalon 
 
B 
 
Baby 
Baby Face 
Baby, Won't You Please Come Home 
Back Home Again In Indiana 
Back In Your Own Back Yard 
Ballin' The Jack 

Baltimore, The 
Barataria 
Basin Street Blues 
Battle Hymn Of The Republic 
Be Anything (But Be Mine) 
Beale Street Blues 
Beautiful Dreamer 
Because Of You (The World Is Mine) 
Because Of You (There’s A Song In My Heart) 
Bedelia 
Beg Your Pardon 
Bei Mir Bist Du Schön 
Big Boy 
Big Butter & Egg Man 
Big Chief Battle Axe 
Big Fat Ma & Skinny Pa 
Big Lip Blues 
Bill Bailey, Won’t You Please Come Home? 
Birth Of The Blues 
Black & Blue (What Did I Do To Be So) 
Black Cat On A Fence 
Black Mountain Blues 
Blame It On The Blues 
Blue Bells, Goodbye 
Blue Eyes 
Blue Hawaii 
Blue Prelude 
Blue Skies 
Blue Turning Grey Over You 
Blues For Rampart Street 
Blues In A Minor 
Blues My Naughty Sweetie Gives 
Bobby Shaftoe 
Bogalusa Strut 
Boodle-Am Shake 
Borneo 
Bourbon Street Parade 
Brahm's Lullaby 
Brass Bell 
Breeze 
Broadway Rose 
Brown-Skin Mama 
Buffalo Blues 
Bugle Boy March 
Bugle Call Rag 
Burgundy Street Blues 
Button Up Your Overcoat 
By And By 
By The Beautiful Sea 
By The Sign Of The Rose 
Bye, Bye Blues 
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C 
 
Cakewalking Babies From Home 
California Here I Come 
Camp Meeting Blues 
Canal Street Blues 
Candy 
Candy Lips 
Can't Ya' Hear Me Callin' Caroline 
Caravan 
Careless Love 
Cause I Feel Low Down 
Charleston, The 
Charley, My Boy 
Chattanooga Stomp 
Cheatin' Blues 
Cheatin' On Me 
Cherry 
Chicago Buzz 
Chicken Reel 
Chimes Blues 
China Boy 
Chinatown, My Chinatown 
Chinese Blues 
Chlo-E 
Clap Hands, Here Comes Charlie! 
Clarinet Marmalade 
Clementine (From New Orleans) 
Climax Rag 
Coal Cart Blues 
Cocaine Habit Blues 
Come Back Sweet Papa 
Come Back To Me Mandy 
Come On In, Baby 
Coney Island Baby 
Coney Island Washboard 
Congaine 
Coon Hollow Capers 
Copenhagen 
Coquette 
Corinne, Corrina 
Cornet Chop Suey 
Creole Belles 
Creole Bo Bo 
Creole Love Call 
Creole Song 
Curse Of An Aching Heart 
 
D 
 
Daddy’s Little Girl 
Dallas Blues 
Dans Les Rues D'Antibes 
Darkness On The Delta (When It’s) 
Darktown Strutters' Ball 
Dauphine Street Blues 

Davenport Blues 
Day By Day (You're Going To Miss Me) 
Dead Man Blues 
Deed I Do 
Deep Elm Blues 
Delia's Gone 
Diga Diga Doo 
Dill Pickles Rag 
Dinah 
Dippermouth Blues 
Do Doodle Oom 
Do What Ory Say 
Do You Care 
Do You Ever Think Of Me 
Do You Know What It Means 
Doctor Jazz 
Doin’ The New Lowdown 
Don't Forget To Mess Around 
Don't Give Up The Ship 
Don't Go 'Way Nobody 
Don't You Leave Me Here 
Down By The Riverside 
Down Home Rag 
Down In Honky Tonky Town 
Down In Jungle Town 
Down Where The Sun Goes Down 
Downhearted Blues 
Dream 
Dream Man 
Dreaming The Hours Away 
Drop That Sack 
Dusky Stevedore 
Dyin' Gambler's Blues, The 
 
E 
 
Each Day 
East Coast Trot 
Eccentric Rag 
Egyptian Ella 
Eh La Bas 
Eight, Nine, Ten 
Eli Green's Cakewalk 
Everybody Loves My Baby 
Everybody Stomp 
Everybody’s Talkin’ About Sadie Green 
Everything Is Peaches Down In Georgia 
Exactly Like You 
Eyes Of Texas, The 
 
F 
 
Farewell Blues 
Fidgety Feet 
Fifty Miles Of Elbow Room 
Five Foot Two 
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Flat Foot 
Float Me Down The River 
Forty & Tight 
Fourth Street Mess Around 
Frankie & Johnny 
Friendless Blues 
From Monday On 
Funny Feather Man 
 
G 
 
Galveston Gal 
Gate Mouth 
Gee, Baby! (Ain’t I Good To You) 
Georgia Bo Bo 
Georgia Grind 
Georgia On My Mind 
Georgianna 
Get Out Of Here (And Go Home) 
Gettysburg March 
Gimme A Pigfoot And A Bottle Of Beer 
Girl Of My Dreams 
Give Me Your Telephone Number 
Glory of Love, The 
Going Home 
Good Old New York 
Goodbye My Lady Love 
Goody Goody 
Got A Great Big Date (With A Little Bitta Girl I  

Love) 
Gut Bucket Blues 
Gypsy Love Song 
 
H 
 
Hard-Hearted Hannah 
Harlem Bound 
Have You Ever Felt That Way? 
Heart Of My Heart (The Story Of The Rose) 
Heebie Jeebies 
Hello! Ma Baby 
Hello, Bluebird! 
Here Comes The Hot Tamale Man 
Hesitatin' Blues 
Hey, Good Lookin' 
Hiawatha Rag 
High Society March 
Hindustan 
His Eye Is On The Sparrow 
Home 
Home Again Blues 
Home Sweet Home 
Honest And Truly 
Honeysuckle Rose 
Hot Time In The Old Town Tonight (There’ll Be A) 
House Rent Blues 

How Come You Do Me Like You Do? 
 
I 
 
I Ain't Gonna Give Nobody None ‘O This Jelly Roll 
I Ain't Got Nobody 
I Can Beat You Doin' What You're Doin' To Me 
I Can't Believe You're In Love With Me 
I Can't Escape From You 
I Can't Give You Anything But Love 
I Don't Want To Walk Without You Baby 
I Double Dare You 
I Found A Million Dollar Baby 
I Get The Blues When It Rains 
I Got A Misery 
I Got Horses And Numbers On My ind 
I Got Rhythm 
I Guess I'll Get The Papers And Go Home 
I Had Someone Else Before I Had You 
I Love My Baby (My Baby Loves Me) 
I Love To Go Swimmin' With Women 
I Love You Truly 
I Never Knew 
I Only Want A Buddy Not A Sweetheart 
I Said I Wasn't Gonna Tell Nobody 
I Still Get A Thrill Thinking Of You 
I Still Get Jealous 
I Surrender Dear 
I Thought I Heard Boddy Bolden Say 
I Used To Love You 
I Want A Girl 
I Want A Little Girl 
I Want You And I Need You 
I Wish I Could Shimmy Like My Sister Kate 
I Wish That I'd Been Born In Borneo 
I Wish’t I Was In Dixie 
I Wish't I Was In Peoria 
I Wonder Where My Baby Is To-night 
I Wonder Who's Kissing Her Now 
I Would Do Anything For You 
I’ll Be Gone 
Ice Cream 
Ida, Sweet As Apple Cider 
If I Could Be With You (One Hour To-night) 
If I Didn't Care 
If I Had My Way 
If I Had You 
If Someone Would Only Love Me 
If We Can't Be The Same Old Sweethearts 
If You Don't Believe I Love You 
If You Knew Susie 
Iko Iko 
I'll Be A Friend With Pleasure 
I'll See You In My Dreams 
I'll Take You Home Again, Kathleen 
I'm A Ding Dong Daddy From Dumas 
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I'm A Little Blackbird 
I'm Alone Because I Love You 
I'm Alone Without You 
I'm Coming Virginia 
I'm Confessin' (That I Love You) 
I'm Crazy 'Bout My Baby 
I'm Falling In Love With Someone 
I'm Going Home To See My Lord 
I'm Gonna Sit Right Down And Write Myself A  

Letter 
I'm Gonna Take My Bimbo Back To The Bamboo  

Isle 
I'm Looking Over A Four Leaf Clover 
I'm Nobody's Baby 
I'm Sitting On Top Of The World 
I'm Sorry I Made You Cry.doc 
I'm Thinking Tonight Of My Blue Eyes 
I'm Tired Of Everything But You 
I'm Wild About That Thing 
In A Little Garden 
In A Persian Market  
In A Shanty In Old Shanty Town 
In The Evening 
In The Good Old Summertime 
In The Racket 
In The Shade Of The Old Apple Tree 
In The Sweet Bye & Bye 
Indian Blues 
Indian Love Call 
Irish Black Bottom 
Isle Of Capri 
It All Depends On You 
It Had To Be You 
It Looks Like Rain In Cherry Blossom Lane 
It’s Tight Like This 
It's A Long Way To Tipperary 
It's A Sin To Tell A Lie 
It's Been A Long, Long Time 
I've Been Floating Down That Old Green River 
I've Found A New Baby 
I've Lost All My Love For You 
 
J 
 
Jackass Blues 
Ja-Da 
Japanese Sandman 
Jazz Me Blues 
Jealous 
Jelly Roll Blues 
Joe Avery's Blues 
Just A Closer Walk With Thee 
Just A Little While To Stay Here 
Just Because 
Just For A Thrill 
Just Gone 

K 
 
Kansas City Man Blues 
Kid Thomas Boogie Woogie 
King Chanticleer 
Kiss Me Sweet 
 
L 
 
Lady Be Good 
Lady Love 
Last Time, The 
Lazybones 
Leave Me With A Smile 
Let Me Call You Sweetheart 
Let Me Linger In Your Arms 
Let The Rest Of The World Go By 
Limehouse Blues 
Linger Awhile 
Little Girl 
Little Grass Shack 
Little Liza Jane 
Livery Stable Blues 
Lonely 
Lonesome And Sorry 
Lonesome Blues 
Lonesome Road 
Look For The Silver Lining 
Look What You've Missed 
Lookin' Good But Feelin' Bad 
Lou-Easy-An-I-A 
Louisiana 
Louisiana Bo Bo 
Louisiana Fairytale 
Louisville Blues 
Louisville Lou 
Love Is A Dangerous Thing 
Love Is Just Around The Corner 
Love Letters In The Sand 
Love Me With A Feeling 
Love Nest 
Love Songs Of The Nile 
Love's Old Sweet Song 
Lovin' Sam 
Lulu's Back In Town 
 
M 
 
Ma He's Makin' Eyes At Me 
Mabel's Dream 
Magnolia's Wedding Day 
Mahogany Hall Stomp 
Mama Don't Allow 
Mama's Gone, Goodbye 
Man I Love 
Mandy 
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Mandy, Make Up Your Mind 
Maple Leaf Rag 
Marchand De Poissons, Le 
Margie 
Marguerite 
Marie 
Martinique, The 
Mary Lou 
Maryland, My Maryland 
Maybe 
Maybe Someday 
Me And My Shadow 
Meanest Blues 
Meat On The Table 
Mecca Flats Blues 
Meet You There 
Melancholy 
Memories 
Memories Of You 
Memphis Blues 
Messin' Around 
Midnight In Moscow 
Minnie The Mermaid 
Miss Hannah 
Mississippi Mud 
Mobile Stomp 
Mood Indigo 
Moonlight And Roses 
Moonlight Bay 
Moonlight On The Bayou 
Moose March 
Muskrat Ramble 
My Baby’s Arms 
My Blue Heaven 
My Bucket's Got A Hole In It 
My Cabin Of Dreams 
My Cutie’s Due At 2 To 2 Today 
My Daddy Rocks Me (With One Steady Roll) 
My Darling 
My Gal 
My Gal Sal 
My Heart 
My Heart At Thy Sweet Voice 
My Home Is In A Southern Town 
My Honey's Lovin' Arms 
My Little Girl 
My Melancholy Baby 
My Memphis Baby 
My Mother's Eyes 
My Old Kentucky Home 
My Pretty Girl 
My Sin 
My Sweet Southern Belle 
My Wild Irish Rose 
 
 

N 
 
Nagasaki 
New Orleans 
New Orleans Shuffle 
New Orleans Stomp 
Nineteen Nineteen March 
No Regrets 
Nobody But My Baby Is Getting My Love 
Nobody' Konws You When You're Down And Out 
Nobody Worries 'Bout Me 
Nobody’s Fault But Mine 
Nobody’s Sweetheart 
Nobody's Got The Blues Like Me 
Nyboders Pris 
 
O 
 
Of All The Wrongs You’ve Done To Me 
Oh Baby! 
Oh How I Miss You Tonight 
Oh, Baby 
Oh, By Jingo! 
Oh, Didn't He Ramble 
Oh, My Babe Blues 
Oh, You Beautiful Doll 
Okay, Baby 
Ol’ Man River 
Old Fashioned Love 
Old Fashioned Swing 
Old Rugged Cross 
Old Stack O’ Lee Blues 
On A Slow Boat To China 
On The Alamo 
On The Banks Of The Wabash 
On The Road To Home Sweet Home 
On The Sunny Side Of The Street 
On Treasure Island 
Once In A While 
One Sweet Letter From You 
Oriental Man 
Oriental Strut 
Original Charleston Strut 
Original Dixieland One Step 
Ory's Creole Trombone 
Out In The Cold 
Over In The Gloryland 
Over The Waves 
 
P 
 
Pack Up Your Troubles In Your Old Kit Bag (And 
Smile, Smile, Smile) 
Paddlin' Madeline Home 
Pagan Love Song 
Painting The Clouds With Sunshine 
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Palmer's Georgia Grind 
Panama 
Papa De Da Da 
Papa Dip 
Paper Doll 
Pasadena 
Peg O' My Heart 
Pennies From Heaven 
Perdido Street Blues 
Pleading The Blues 
Please Don't Talk About Me When I'm Gone 
Ponchatrain Blues 
Porto Rico 
Precious Lord 
Pretty Baby 
Pretty Boy 
Pretty Doll (You’re Some) 
Purple Rose Of Cairo 
Put 'Em Down Blues 
Put On Your Old Grey Bonnet 
 
R 
 
Railroad Man 
Rainbow 'Round My Shoulder 
Red Wing 
Rent Party Blues 
Rhythm King 
Rip 'Em Up Joe 
Riverboat Shuffle 
Riverside Blues 
Rockin' Chair 
Rose Of The Nile 
Rose Of The Rio Grande 
Rose Room 
Rosetta 
Row, Row, Row 
Royal Garden Blues 
Runnin' Wild 
 
S 
 
Sailing Down The Chesapeake Bay 
Salty Dog 
Salutation March 
San 
Saturday Night Function 
Savoy Blues 
Schlafen Mein Prinschen 
Second Line 
See See Rider 
Seems Like Old Times 
Sensation Rag 
Shake It & Break It 
Shake That Thing 
She Looks Like Helen Brown 

She Was Just A Sailor's Sweetheart 
Sheik Of Araby 
Shim-Me-Sha-Wabble 
Shine 
Shine On, Harvest Moon 
Shout 'Em Aunt Tillie 
Show Me The Way To Go Home 
Since My Best Gal Turned Me Down 
Sing On 
Sittin' Around 
Sleeping Beauty Waltz, The 
Sleepy Time Gal 
Slide Frog Slide 
Smile Darn Ya, Smile 
Snag It 
Snake Rag 
Sobbin' Blues 
Some Of These Days 
Some Sweet Day 
Somebody Else Is Taking My Place 
Somebody Stole My Gal 
Somebody's Lonely 
Someday Sweetheart 
Someday You'll Be Sorry 
Someday You'll Want Me To Want You 
Song Of The Islands 
Song Of The Wanderer 
South 
Spanish Shawl 
Squeeze Me 
St. Louis Blues 
St. Louis Gal 
St. Phillip Street Breakdown 
Stealing Apples 
Steamboat Days 
Steamboat Stomp 
Stevedore Stomp 
Stock Yard Strut 
Storyville Blues 
Struttin' With Some Barbeque 
Sugar (I Call My Sweetie Sugar) 
Sugar Blues 
Sugar 
Summertime 
Sunday 
Sunny  
Sweet Adeline (You're The Flower Of My Heart) 
Sweet Baby Doll 
Sweet Georgia Brown 
Sweet Like This 
Sweet Lorraine 
Sweet Lovin' Man 
Sweet Man 
Sweet Rosie O'Grady 
Sweet Substitute 
Sweet Sue, Just You 
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Sweetheart Of All My Dreams 
Sweethearts On Parade 
Sweetie Dear 
 
T 
 
Tailgate Ramble 
Tain't Nobody's Bizness If I Do 
Take Me Out To The Ball Game 
Take Me To That Midnight Cakewalk Ball 
Tell 'Em About Me (When You Reach Tennessee) 
Terrible Blues 
That Certain Party 
That Da Da Strain 
That’s A Plenty Rag 
That’s My Home 
That’s My Weakness Now 
That's When I'll Come Back To You 
Them There Eyes 
There'll Be Some Changes Made 
Three Little Words 
Tia Juana 
Tiger Moan 
Tiger Rag 
Tight Like That 
Till We Meet Again 
Tin Roof Blues 
Tishomingo Blues 
Titanic Man Blues 
To Know You Is To Love You 
Too Busy 
Too Much Mustard 
Too Tight 
Travelling On 
Trog's Blues 
Trouble In Mind 
True, (You Don't Love Me) 
Trust In Me 
Two-Nineteen Blues 
 
U 
 
Under The Bamboo Tree 
Up A Lazy River 
 
V 
 
Viper Mad 
Vo Do Do De O Blues 
 
W 
 
Wait 'Till The Sun Shines Nelli 
Waitin' For Katie 
Waiting For The Robert E. Lee 
Walk Thru The Streets Of The City 

Wang Wang Blues 
Washboard Wiggles 
Washington & Lee Swing 
Way Down Yonder In New Orleans 
We Shall Walk Through The Valley 
Weary Blues 
We'll Meet Again 
West End Blues 
What A Friend We Have In Jesus 
What A Little Moonlight Can Do 
What Can I Say (After I Say I’m Sorry) 
What Is This Thing Called Love 
What Ya Want Me To Do 
When Erastus Plays His Old Kazoo 
When I Grow Too Old To Dream 
When I Leave The World Behind 
When I'm Walkin' With My Sweetness 
When Irish Eyes Are Smiling 
When It's Sleepy Time Down South 
When Johnny Comes Marching Home 
When My Baby Smiles At Me 
When My Dreamboat Comes Home 
When Ragtime Rosie Ragged The Rosary 
When The One You Love, Loves You 
When The Saints Go Marching In 
When We Danced At The Mardi Gras 
When You And I Were Young, Maggie 
When You Wore A Tulip 
When Your Hair Has Turned To Silver 
When You're Alone Blues 
When You're Smiling 
Whenever You're Lonely 
Whinin' Boy Blues 
Whip Me With Plenty Of Love 
Whispering 
White Ghost Shivers 
Who Walks In When I Walk Out 
Who's Sorry Now 
Wild Man Blues 
Will The Circle Be Unbroken 
Willie The Weeper 
Willow Tree 
Wishing 
Wolverine Blues 
Working Man Blues 
World Is Waiting For The Sunrise 
Worn Out Blues 
Wrap Your Troubles In Dreams 
 
Y 
 
Yama Yama Man 
Yearning 
Yellow Dog Blues 
Yes She Do, No She Don't (I’m Satisfied With My  

Gal) 



 

 225

Yes Sir! That's My Baby 
Yes! I'm In The Barrel 
Yes! Yes! In Your Eyes (Your Lips Tell Me No! No!,  

But There’s) 
You Always Hurt The One You Love 
You Are My Sunshine 
You Call Everybody Darling 
You Can Depend On Me 
You Can't Get To Heaven That Way 
You Don't Understand 
You Made Me Like It, Baby 
You Made Me Love You 

You Need Some Lovin' 
You Tell Me Your Dream 
You Were Meant For Me 
You Were Only Fooling 
You're An Old Smoothie 
Yours And Mine 
You've Been A Good Old Wagon 
You've Gotta See Mamma Ev’ry Night 
 
Z 
 
Zero (I Never Kew What A Gal Could Do) 
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A Cup of Coffee, A Sandwich And You 
 
Chorus:  
 |   Bb  |   Ebm |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Ebm |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 
 |   Eb  |   Eb  |   D7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Ebm |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
A Good Man Is Hard To Find 
 
Chorus: 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   ----- |   ---------- | 
 |   G7  |   G7  |   C7  |   C7   F7 | 
 |   Bb   A7 |   Bb   F7 |   Bb   ----- |   Bb  ----- | 
 |   Bb   ----- |   G7   |   C7  |   F7  | 
 |   Bb  |   Bb  || 
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A Hundred Years From Today 
 
Chorus: 
 |   C   Am |   Dm   G7 |   C   Am |   Dm   G+ | 
 |   C   Am |   Dm   A7 |   D7  |   G7  | 
 
 |   C   Am |   Dm   G7 |   C   Am |   Dm   G+ | 
 |   C   Am |   Dm   A7 |   D7   G7 |   C  | 
 
 |   C7  |   C7  |   F   C+ |   F  | 
 |   D7  |   D7  |   G7   Ab7 |   G7  | 
 
 |   C   Am |   Dm   G7 |   C   Am |   Dm   G+ | 
 |   C   Am |   Dm   A7 |   D7   G7 |   C  || 
 
 
A Kiss To Build A Dream On 
 
Chorus: 
 |   C   G7 |   C   Eb° |   G7   G° |   G7  | 
 |   G7   G° |   G7  |   C   Eb° |   Dm   G7 | 
 
 |   C   G7 |   C   Eb° |   G7   G° |   G7  | 
 |   G7   G° |   G7  |   C   Fm |   C  | 
 
 |  Fm   Bb7 |   Eb   E° |  Fm   Bb7 |   Eb  | 
 |   G7  |   Cm  |   D7  |   G7  | 
 
 |   C   G7 |   C   Eb° |   G7   G° |   G7  | 
 |   G7   G° |   G7  |   C    |   C  || 
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A Monday Date 
 
Chorus: 
 |   C  |   Eb° |   Dm7 |   G7  | 
 |   G7  |   G+  |   C   Eb° |   G7  | 
 
 |   C  |   Eb° |   Dm7 |   G7  | 
 |   G7  |   G+  |   C  |   C7  | 
 
 |   F  |   Fm  |   C  |   C  | 
 |   A7  |   A7  |   D7  |   G7  | 
 
 |   C  |   Eb° |   Dm7 |   G7  | 
 |   G7  |   G+  |   C  |   C  || 
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Ace In The Hole 
 
Verse: 
 |   F  |   Db7 |   F  |   Db7 | 
 |   F  |   D7  |   Gm   D7 |   Gm  | 
 |   Gm   D7 |   Gm  |   Gm   D7 |   Gm  | 
 |   G7  |   G7  |   C7  |   C7  | 
  

|   F  |   Db7 |   F  |   Db7 | 
 |   F  |   D7  |   Gm   D7 |   Gm  | 
 |   G7  |   C  |   G7  |   C  | 
 |   G7  |   G7  |   C  |   C7  | 
 
Chorus: 
 |   F  |   Dm |   Gm  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
 
 |   F  |   Dm |   Gm  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   G7  |   G7  |   G7  |   G7  | 
 |   G7  |   G7  |   C  |   C7  | 
 
 |   F  |   Dm |   Gm  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
 
African Queen 
 
Chorus: 
 |   Eb  |   Eb  |   Bb   Eb |   Bb  | 
 |   F7  |   Bb  |   F7  |   Bb7 | 
 |   Eb  |   Eb  |   Bb   Eb |   Bb   F7 | 
  
 |   Bb  |   Eb   F7 |   Bb  |   Eb   F7 | 
 |   Bb   Eb |   Bb   F7 |   Bb   Eb |   Bb  (D7) || 
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After The Ball 
 
Chorus:  
 |   Eb  |   Ab  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Fm  |   C7  |   C7  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb  |   Ab  |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
After You’ve Gone 
 
Verse:  
 |   F  |   G7   C7 |   F  |   G7   C7 | 
 |   A7  |   Dm |   G7  |   C7  | 
 |   F  |   G7   C7 |   A7  |   Dm   F7 | 
 |   Bb   D° |   F   D7 |   G7   C7 |   F    F7 | 
 
Chorus: 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F   ------- |   ---------- | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   Gm   D7 |   Gm   C7 |   F   A7 |   Dm   F° | 
 |   F  |   C7  |   F  |   F  || 
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Ain’t Misbehavin’ 
 
Verse:  
 |   Eb   B7 |   E  |   Eb   B7 |   E  | 
 |   Eb   G7 |   C7  |   F7   Bb7 |   Eb   Bb7 | 
 |   Eb   B7 |   E  |   Eb   B7 |   E  | 
 |   Eb   Cm |   F7  |  G7  a7 d7 |   G   Bb7 | 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb7 |  Ab   Abm | 
 |   Eb   Gb7 | Fm7   Bb7 |   G7   C7 |   F7   Bb7 | 
  
 |   Eb  |   Bb7 |   Eb7 |  Ab   Abm | 
 |   Eb   Gb7 | Fm7   Bb7 |   Eb    |   Eb   G7 | 
  
 |   Cm  |   Ab  |   F7  |   C7  | 
 |   Bb  |   F7  |   Bb   C7 |   F7   Bb7 | 
  
 |   Eb  |   Bb7 |   Eb7 |  Ab   Abm | 
 |   Eb   Gb7 | Fm7   Bb7 |   Eb   |   Eb  || 
 
Ain’t She Sweet 
 
Chorus: 
 |   F   Ab° |   C7  |   F   Ab° |   C7  | 
 |   F   A7 |   D7  |   G7   C7 |   F  | 
 
 |   F   Ab° |   C7  |   F   Ab° |   C7  | 
 |   F   A7 |   D7  |   G7   C7 |   F  | 
 
 |   Bb7 |   Bb  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   C7  | 
 
 |   F   Ab° |   C7  |   F   Ab° |   C7  | 
 |   F   A7 |   D7  |   G7   C7 |   F  || 
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Alabama Jubilee 
 
Intro: Last 8 bars of Chorus 
  
Verse: 
 |   Bb  |   Bb  |   Gb7 |   Gb7 | 
 |   Bb  |   F7  |   Bb   B° |   F7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   Gb7 |   Gb7 | 
 |   Bb  |   F7  |   Bb   B° |   F7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bb   |   Bb  | 
  
 |   G7  |   G7  |   G7  |   G7  | 
 |   Cm  |   G7  |   Cm  |   C#° | 
 |   Bb  |   D7  |   Eb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Alabamy Bound 
 
Verse: 
 |   Dm |   Gm  |   Dm |   Dm | 
 |  Bb7   A7 |  Bb7   A7 |   Dm |   Dm | 
 |   Dm |   Gm  |   Dm |   Dm | 
 |  Bb7   A7 |  Bb7   A7 |   Dm |   Dm | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   A7  | 
 |   Dm |   Gm  |   Dm |   Dm | 
 |  Bb7   A7 |  Bb7   A7 |   Dm |   Dm | 
 
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   F  |   D7  |   G7  |   G7  | 
 |   Bbm |   C7  |   F  |   F  || 
 
Alcoholic Blues 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb   Eb7 |  Gb7 F7  Bb || 
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Alexander’s Ragtime Band 
 
Verse: 
 |   C  |   C7  |   F  |   G7  | 
 |   C  |   C  |   D7  |   G7  | 
 |   C  |   C7  |   F  |   G7  | 
     (   C   C7 |   F   F#°  )   G7  |   C7  | 
   offbeat----------------------- 
 
Chorus: 
 |   F  |   F  |   C7  |   F     F7 | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F  |   F  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   F     F7 | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F  |   F7  |   Bb  |   B°  | 
 |   F  |   F  |   G7   C7 |   F  || 
 
Algiers Strut 
 
Chorus:  
 |   F  |   F  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F  |   F+  | 
 |   Bb  |   Bb  |   F  |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F  |   F+  | 
 |   Bb  |   Bb  |   F  |   Dm | 
 |   G7  |   C7  |   F  |   F  || 
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Alice Blue Gown 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   Cm  |   F7  |   D7  |   D7  | 
 |   Cm  |   F7  |   Bb  |   G7  | 
 |   Cm  |   F7  |   Bb  |   Bb  || 
 
All By Myself 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  Gb7 |   Cm7  F7 | 
 |   Bb  |   Bb  |   A7  |   D7  | 
 |   Gm  |   C7  |   F7  Ebm |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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All Of Me 
 
Chorus: 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
All The Girls Go Crazy  
 
Chorus: 
 (   Eb7 |   Eb7 )   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 (   Eb7 |   Eb7 )   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
 (-----2 beat stop time------) 
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All The Quakers Are Shoulder Shakers 
(Down In Quaker Town) 
 
Chorus: 
 |   Bb    A7 |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb   A7 |   Bb  |   F  |   F   F#° | 
 |   C7  |   C7  |   C7  |   F7  | 
  
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb7 |   Bb7 |   Eb  |   Gb7 | 
 |   Bb  |   Bb  |   C7   F7 |   Bb  || 
 
Am I Blue 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
 
 |   F  |   F  |   C7  |   C7  | 
 |   F   D7 |   G7   C7 |   F  |   F  | 
 
 |   Am  |   Am  |   E7  |   E7  | 
 |   E7  |   E7  |   Am  |   C7  | 
 
 |   F  |   F  |   C7  |   C7  | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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Amazing Grace 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Bb  |   Gm  |   F7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Gm  |   F7  |   Bb  |   Bb  || 
 
Angry 
 
Verse: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
Chorus: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bbm |   Bbm | 
  
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
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Any Rags 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   Db° |   F7  | 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   C7   F7 |   Bb  || 
  
Any Time 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   G7   C7 |   F  |   F  || 
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Apex Blues 
 
Verse (2x): 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
Chorus:  
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb    | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
Riff Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
April Showers 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
 
 
 
 
 



 

 241

Arkansas Blues 
 
Verse: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bbm |   F7  |   F7  | 
 |   C7  |   Bbm |   F7  |   C7  | 
 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bbm |   F7  |   F7  | 
 |   C7  |   Bbm (   F   G7 )   C7  | 
       - offbeat - 
 
Chorus: 
 |   F   F#° |   C7  |   F   F#° |   C7  | 
 |   F  |   D7  |   G7  |   C7  | 
 |   F   F#° |   C7  |   F   F#° |   C7  | 
 |   F  |   D7  |   G7   C7 |   F   Db7 | 
 |   F   C7 |   F  || 
 
As Long As I Live 
 
Chorus: 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
 |   F7  |   Bb  |   Bbm |   F   A7 | 
 |   Dm |   G7  |   Gm  |   C7  | 
 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Asleep In The Deep 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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At A Georgia Camp Meeting 
(Intro, AABBA, Trio, Interlude, ABB) 
 
Inrto: last 4 bars of A strain 
 

A strain: 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Bb  |   Bb   G7 |   C7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Bb -- Bb -- |   Bb  |   C7   F7 |   Bb  | 
 
B strain: 
 |   F7  |   F7  |   Db° |   Bb  |   
 |   F7  |   F7  |   Db° |   Bb  | 
 |   F7  |   F7  |   Db° |   Bb7 | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb  || 
 
Trio: (2x) 
 |   Eb  |   Eb7 |   Ab  |   Eb  | 
 |   Bb7 |   Eb   C7 |   F7  |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   G7  | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
Interlude: 
 |   Bb  |   B°  |   F7  |   F7 -- F7 -- | 
 
 
 
 
 
 
 
 
 
 



 

 244

At Sundown 
 
Chorus: 
 |   Gm  |   C7  |   F  |   F   Ab° | 
 |   Gm  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
 
 |   Gm  |   C7  |   F  |   F   Ab° | 
 |   Gm  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
 
At The Codfish Ball 
 
Verse: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb   Db° |   Cm7   F7 | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
Chorus:  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb   Db° |   Cm7   F7 |  
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb   Eb7 |   Bb7 | 
  
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   C7  |   C7  |   F7 ------ |   ---------- | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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At The Jazz Band Ball 
 
Verse: 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   F7  |   Bb  |   C7  |   F   D7 | 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   C7  |   C7  |   C7  |   F7  | 
 
Chorus:  
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb  || 
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At The Mississippi Cabaret 
 
Intro: 
 |   Bb  |   Bb  |   Ebm |   F7 -- F7  -- | 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F  |   D7  | 
 |   Gm  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Gm  |   C7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb   |   C7   F7 |   Bb  |   Bb  || 
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Atlanta Blues 
 
Verse: 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F7  | 
 
Chorus: 
 |   Bb7 |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   F  |   A7  |   Dm |   Ab° | 
 |   F A7   D7 |   G7   C7 |   F  |   F  || 
 
Atlanta G.A. 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Fm  |   G7  |   Cm  |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   Gm  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   Gm   D+ |   Gm7  G6 |   Cm7   F7 |   Bb  || 
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Auf Weidersehen 
 
Chorus: 
 |   F7  |   F7  |   Bb  |   Bb    | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   C7   |   C7  |   F7  |   F7  | 
 
 |   F7  |   F7  |   Bb  |   Bb    | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Gm  | 
 |   Cm  |   Ebm |   Bb  |   Bb  || 
 
Aunt Hagar’s Children Blues 
 
Verse: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   C7  |   F  |   F  | 
 |   Bb7 |   C7  |   F  |   F  | 
 
Chorus: 
 |   F  |   F   C7 | F  Db7   C7 |   F  | 
 |   Fm   Ab7 |   Db   Db7 |   C7  |   C7  | 
 |   Fm   Ab7 |   Db   Db7 |   C7  |   C7  | 
 |   F  |   F   C7 | F  Db7   C7 |   F  | 
 
Blues Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F   A7 |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Auntie Skinner’s Chicken Dinner 
 
Chorus:  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  |  
 |   C7  |   C°   C7 |   C7  |   C7  |  
 |   F  |   F°   F |   F  |   F  | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F7  |   Bb   D7 |   Gm  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Avalon 
 
Chorus:  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
  
 |   D7  |   D7  |   D7  |   D7  | 
 |   Gm  |   Gm  |   Bbm |   Bbm | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
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Baby 
 
Chorus: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   F7  |   F7  |   Bb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab7 |   Ab7 |   Db  |   E7  | 
 |   Ab  |   Ab  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Baby Face 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Bb7 | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Baby, Won’t You Please Come Home? 
 
Chorus:  
 |   F   A7 |   D7  |   G7  |   G7  | 
 |   A7  |   Dm |   G7  |   C7  |  
 |   F   A7 |   D7  |   Gm  |   A7  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F   D7 | 
 |   G7   C7 |   F  || 
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Back Home Again In Indiana 
 
Chorus: 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   D7  |   G7  |   G7  | 
 |   A7  |   A7  |   Dm |   Db7 | 
 |   F  |   A7  |   Dm |   Ab° | 
 |   F  |   C7  |   F  |   F  || 
 
Back In Your Own Back Yard 
 
Chorus: 
 |   F  |   F   Ab° |   C7  |   C7  | 
 |   G7  |   C7  |   F  |   C+  | 
 
 |   F  |   F   Ab° |   C7  |   C7  | 
 |   G7  |   C7  |   F  |   F7  | 
 
 |   Am  |   Am  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C+  | 
 
 |   F  |   F   Ab° |   C7  |   C7  | 
 |   G7  |   C7  |   F  |   F  || 
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Ballin’ The Jack 
 
Verse: 
 |   G  |   A7   D7 |   Eb7 |   C7   F7 | 
 |   Gb7 |   Gb7 |   Eb7 |   D7  | 
 |   G  |   A7   D7 |   Eb7 |   C7   F7 | 
 |   Gb7 |   Gb7 |   Eb7 |   D7   F7 | 
 
Chorus: 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   D7 |   Eb7   D7 | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   Gb7 |   Bb   G7 |   Cm  Ebm |   F7   Bb || 
 
Baltimore 
 
Chorus: 
 |   Eb   Eb7 |  Ab   Abm |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb   Eb7 |  Ab   Abm |   Eb  |   Eb  | 
 |   Gm  |   D7  |   Gm  |   Bb7 | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  Gb° |   Bb7 | 
 
 |   Eb   Eb7 |  Ab   Abm |   Eb  |   F7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Barataria 
 
Intro:    Last 8 bars of Chorus 
  
Verse: 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb7 |   Eb  |   C7  |   F7  | 
 |   Bb  |   F7  |   Bb7 |   Eb  | 
 |   C7  |   F  |   C7  |   F7  |  
 
Chorus: 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Eb  |   Eb  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7 ------ |   ---------- | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Gb7 |   Gb7 |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Basin Street Blues 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb   F+ | 
 |   Bb   Bb7 |   Eb   E° |   Bb  |   F7   Bb | 
 |   Bb  |   Bb  |   Bb  |   Bb   F+ | 
 |   Bb   Bb7 |   Eb   E° |   Bb  |   Bb  | 
 
Chorus: 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb   Db° |   Cm7  F7 | 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
 



 

 254

Battle Hymn Of The Republic 
 
Verse: 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   D7  |   Gm  | 
 |   Cm  |   F7  |   Bb  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   D7  |   Gm  | 
 |   Cm  |   F7  |   Bb  |   Bb  || 
 
Be Anything  
(But Be Mine) 
 
Chorus: 
 |   Bb  |   Bbm |   F  |   Ab° | 
 |   Gm7 |   C7  |   F  |   F7  | 
 
 |   Bb  |   Bbm |   F  |   Ab° | 
 |   Gm7 |   C7  |   F7  |   F7  | 
 
 |   Bb  |   A7  |   D7   G7 |   C7  | 
 |   Dm |   Ab° |   Gm  |   C7   F7 | 
 
 |   Bb  |   Bbm |   F  |   Ab° | 
 |   Gm7 |   C7  |   F  |   F  || 
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Beale Street Blues 
 
Verse: 
 |   Bb  |   Bb  | Eb Bb F7 Bb |  F C7   F7 | 
 |   Bb   Bb7 |   Eb   Ebm |   Bb  |   F7   Bb | 
 |   Bb  |   Bb  | Eb Bb F7 Bb |  F C7   F7 | 
 |   Bb   Bb7 |   Eb   Ebm |   Bb  |   F7   Bb7 | 
 
Chorus: 
 |   Eb  |   Ab7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
Bei Mir Bist Du Schön 
 
Chorus: 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
  
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
  
 |   Cm  |   Cm  |   Gm  |   Gm  | 
 |   Cm  |   Cm  |   D7  |   D7  | 
  
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   Gm  || 
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Beautiful Dreamer 
 
Chorus: 
 |   Bb  |   Bb  |   Cm  |   Cm  | 
 |   F7  |   F7  |   F7  |   Bb  | 
 
 |   Bb  |   Bb  |   Cm  |   Cm  | 
 |   F7  |   F7  |   F7  |   Bb  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Cm  |   Cm  | 
 |   F7  |   F7  |   F7  |   Bb  || 
 
Because Of You 
(There’s A Song In My Heart) 
 
Chorus: 
 |   C7  |   C7  |   F  |   F    | 
 |   C7  |   C7  |   F  |   F  | 
 |   Cm  |   D7  |   Gm   D7 |   Gm  | 
 |   G7  |   Db7 |   C7  |   C7 ------- | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   Cm  |   D7  |   Gm   D7 |   Gm  | 
 |   E7  |   E7  |   F  |   Dm | 
 |   G7  |   C7  |   F  |   F  || 
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Because Of You 
(The World Is Mine) 
 
Chorus: 
 |   C  |   C   E7 |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   G7  | 
 
 |   C  |   C   E7 |   A7  |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   B7  |   B7  |   E7  |   G7  | 
 
 |   C  |   C   E7 |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
Bedelia 
 
Chorus: 
 |   Eb  |   Eb  |   G7  |   G7  | 
 |   Ab  |   F7   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
  
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   Cm  |   Cm  |   Cm  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Bye, Bye Blues 
 
Chorus: 
 |   F  |   F  |   Db7 |   Db7 | 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F  |   Ab° |   Gm7 |   C7  | 
  
 |   F  |   F  |   Db7 |   Db7 | 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F  |   Db7 |   F  |   F  || 
 
Cakewalkin’ Babies From Home 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   C7  |   F7  | 
 |   D7  |   Gm  |   D7  |   Gm  | 
 |   C7  |   C7  |   Gb7 |   F7  | 
  
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   Gb7 |   F7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   D7  |   Gm  |   Bb7 | 
 
 |   Eb  |   Eb  |   Ebm |   Ebm | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 
 |   F7  |   F7  |   F7  |   F7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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California, Here I Come 
 
Chorus: 
 |   C    |   C+  |   F  |   F  | 
 |   G7  |   G+  |   C  |   C  | 
 |   C  |   Eb° |   Dm |   G7  | 
 |   C  |   Eb° |   Dm |   G7  | 
 
 |   C    |   C+  |   F  |   F  | 
 |   G7  |   G+  |   A7  |   A7  | 
 |   Dm   A7 |   Dm   F |   E7  |   Am  | 
 |   D7  |   G7  |   C  |   C  || 
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Camp Meeting Blues 
(Intro, AABC, D……, AA, Tag) 
 
4 bar Intro 
 
A strain: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  || 
 
B strain (trombone melody): 
 |   Eb  |   Eb  |    Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
C strain: (clarinet Creole Love Call): 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Ab7 |   Eb  | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  | 
 
Break solo strain: 
 |   Eb7 ----- |   ------- D7 |   Eb7 ----- |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  | 
 
4 bar Front Line Tag 
 
Canal Street Blues 
 
Intro: front line 4 bar intro 
 
Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Candy 
 
Chorus: 
 |   Eb   |   Ebm |   Bb  |   Db° | 
 |   Cm7 |   F7  |   Bb  |   Bb7 | 
 
 |   Eb   |   Ebm |   Bb  |   Db° | 
 |   Cm7 |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7   Bb7 | 
 
 |   Eb   |   Ebm |   Bb  |   Db° | 
 |   Cm7 |   F7  |   Bb  |   Bb  || 
 
Candy Lips 
 
Verse: 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb  |   Bb7 |   Eb7 |   Eb7 ----  | 
 
Chorus: 
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Fm  |   Fm  |   C7  |   C°  | 
 |   Db  |   Eb7 |   Ab  |   Fm  | 
 |   G7  |   G7  |   Cm  |   Eb7 | 
  
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Fm  |   Fm  |   C7  |   C°  | 
 |   Db  |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Ending: Charleston 4x’s on tonic chord 
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Can’t Ya’ Hear Me Callin’ Caroline 
 
Chorus: 
 |   Eb   C7 |   F7  |   Bb7 |   Eb   Bb7 | 
 |   Eb   C7 |   F7  |   F7  |   Bb7 | 
 |   Eb   C7 |   F7  |   Bb7 |   Eb   Bb7 | 
 |   Eb   C7 |   Ab   A° |   Bb7 |   Eb  || 
 
Caravan 
 
Chorus: 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   C7  |   C7 ----- | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Fm  |   Fm  |   Fm  |   Fm | | 
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Careless Love 
 
Chorus: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F  || 
 
‘Cause I Feel Low Down 
 
Verse: 
 |   F  |   Db7 |   F   C7 |   F  | 
 |   F  |   Db7 |   F   C7 |   F  | 
 |   C7  |   F  |   C7  |   F  | 
 |   F  |   Db7 |   G7  |   C7  | 
 
Chorus: 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   C7  | 
  
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   C7  |   C7  |   F  |   F  || 
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The Charleston 
 
Verse: 
 |   Gm  |   Gm  |   D7  |   Gm  | 
 |   Gm  |   Gm  |   A7  |   D7  | 
 |   Cm  |   Gm  |   D7  |   Gm  | 
 |   C7   F |   C7   F |   C7  |   F7  | 
 
Chorus: 
       |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   Dm |   A7  |   Dm |   F7  | 
 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  || 
 
Charley, My Boy 
 
Chorus: 
 |   C  |   C  |   C  |   A7  | 
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C  |   C  |   D7  |   G7  | 
 
 |   C  |   C  |   C  |   C  | 
 |   C7  |   C7  |   F  |   F  | 
 |   Ab7 |   Ab7 |   Ab7 |   Ab7 | 
 |   C  |   A7  |   D7  |   G7  | 
 
 |   C  |   C  |   E7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
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Chattanooga Stomp 
(Intro, AABBA, Trio…) 
     
Intro: 4 bars – front line 
 
A strain:  
 |   Bb  |   Bb7 |   Eb  |   Bb ------ | 
 |   Bb  |   Bb  |   C7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Bb ------ | 
 |   Bb  |   Bb   G7 |   C7   F7 |   Bb  | 
 
B strain: 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 
Trio: 
 |   Eb  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   Bb  |   F7  |   Bb7 ---- |   --------- | 
 
 |   Eb  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Cheatin’ Blues 
 
Chorus: 
 |   C  |   D7   G7 |   C  |   G7   C7 | 
 |   F  |   F  |   C  |   C  | 
 |   G7  |   D7   G7 |   C   Ab |   C  || 
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Cheatin’ On Me 
 
Chorus: 
 |   F  |   F7  |   Bb  |   Bb  | 
 |   F  |   F   D7 |   G7  |   C7  | 
 
 |   F  |   F7  |   A7  |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F7  |   Bb  |   B°  | 
 |   F  |   F   D7 |   G7   C7 |   F  || 
 
Cherry 
 
Chorus: 
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Chicago Buzz 
 
Verse: 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   Eb° ----- |   ---------- |   F7   Bb7 |   Eb  | 
 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   Eb° ---- |   ---------- |   F7   Bb7 |   Eb  | 
 
Chorus: 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  ----- |   ---------- | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Eb  ----- |   Eb7  ---- |   Ab  -----  |   A°  | 
 |   Eb  |   Eb   C7 |   F7   Bb7 |   Eb  || 
 
Interlude: 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  ----- |   ---------- | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  ----- |   ---------- | 
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Chicken Reel 
(Intro AABBA Interlude CCAA) 
 
Intro: tacet 
 
A: |   C  |   C  |   C  |   C  G7   C | 
 |   C  |   C  |   C  |   C  G7   C | 
 |   C  |   C   Am |   C  |   D7   G7 | 
 |   C  |   C   Am |   C  |   D7 G7  C | 
 
B: |   G7  |   G7  |   C  |   C  | 
 |   G7  |   G7   E7 |   Am   D7 |   G7  | 
 |   G7  |   G7  |   C  |   C  | 
 |   C  |   Am  |   C° ------ |  -- G7 C -- | 
 
A: repeat 
 
Interlude: 
 |   C7  |   C7  |   C7  |   C7 ------- | 
 
C: |   F  |   A7  |   Dm  ---- |   ----------  | 
 |   D7  |   D7  |   Gm  ---- |   ---------- | 
 |   A7  |   Dm |   A7  |   Dm | 
 |   D7  |   Gm  |   F   ----- |  -- C7 F ---  | 
 
A: |   C  |   C  |   C  |   C  G7   C | 
 |   C  |   C  |   C  |   C  G7   C | 
 |   C  |   C   Am |   C  |   D7   G7 | 
 |   C  |   C   Am |   C  |   D7 G7  C || 
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Chimes Blues 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
Chorus: 
 |   Bb  |   Eb7 |   Bb  |   Bb7 | 
 |   Eb7 |   G°  |   Bb   D7 |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
China Boy 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   D7  |   D7  | 
  
 |   G7  |   G7  |   G7  |   G7  | 
 |   Bbm |   C7  |   F  |   F  | 
  
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   C7  | 
  
 |   F  |   F  |   Ab° |   Ab° | 
 |   F  |   C7  |   F  |   F  || 
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Chinatown, My Chinatown 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Cm  |   Cm  | 
 |   Dm |   Dm |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Chinese Blues 
 
Verse: 
 |   F  |   Db7 |   F  |   F  | 
 |   F  |   Db7 |   G7  |   C7  | 
 |   F  |   Db7 |   F  |   F  | 
 |   Dm |   Am  |   Bb  |   A7   C7 | 
 
Chorus: 
 |   F   Dm |   Am  |   F   Dm |   Am  | 
 |   F  |   Db7 |   F  |   Db7 | 
 |   Bb7 |   Bb7 |   A7  |   A7  | 
        *(   A7 |   A7  )  Dm   A7 |   Dm | 
 (   A7  |   A7  )  Dm   A7 |   Dm ------ | 
 |   D7  |   D7  |   G7  |   G7  | 
 |  F A7  D7 |   G7   C7 |   F  |   F  || 
 
*(-----offbeat-----) 
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Chlo-E 
 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   Bb  |   G7  | 
 |   F7  |   F7  |   F7  |   Bb  || 
 
Clap Hands! Here Comes Charlie 
 
Chorus: 
 |   F  |   Bb7 |   F  |   Bb7 | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
  
 |   F  |   Bb7 |   F  |   Bb7 | 
 |   F   D7 |   G7   C7 |   F  |   F  | 
  
 |   Dm |   Dm |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   C7  | 
  
 |   F  |   Bb7 |   F  |   Bb7 | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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Clarinet Marmalade 
 
Intro: Last 8 bars of Chorus: 1st 4 bars sustained tones 
 
Verse: 
 |   F  |   Ab° |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   Ab° |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F -- F -- | 
 
Interlude: 
 |   C7  |   C7 ------- |   C7  |   C7-- C7-- | 
 
Chorus: 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
       cowbell ending 
Breakstrain: 
 |   Dm |   Dm ----- |   Dm |   Dm ----- | 
 |   Gm  |   Gm ----- |   Gm  |   Gm ----- | 
 (   C  |   C°  |   C  )   C7  | 
   offbeat---------------------------------------   to Chorus: 
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Clementine 
(from New Orleans) 
 
Verse: 
 |   Ab   Eb+ |   Ab   Eb+ |   Ab  |   Ab  | 
 |   Ab   Eb+ |   Ab   Eb+ |   Db7 |   Db7 | 
 |   C7  |   C7  |   C7  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
Chorus:  
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Eb  |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
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Climax Rag 
(Intro, AABBA, Trio…) 
 
Intro: 
 |   F -------- |   --------- |   C7  |   C7 --  C7 -- | 
 
A strain: 
 |   F -------- |   --------- |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F -------- |   --------- |   F  |   F7  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F  | 
 
B strain: 
 |   C7  |   C7  |   F  |   F  | 
 |   Am  |   E7  |   Am  |   C7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F  | 
 
Trio: 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   A7  |   Dm   F7 | 
 |   Bb  |   Bb  |   F7  |   Bb7 | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb  || 
 
 
 
 
 
 
 
 
 
 
 



 

 275

Coal Cart Blues 
 
Intro: 
 |   F  |   F   D7 |   G7   C7 |   F  | 
 
A strain: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bbm |   F   G7 C7 |   F  | 
 |   F  |   C7  |   F  |   F  | 
 
B strain: 
 |   Bb  |   Bb7 |   F    |   F  | 
 |   C7  |   C7  |   F   E7 |   F7  | 
 |   Bb  |   Bb7 |   F  |   F  | 
 |   Bb   B° |   F   D7 |   Gm   C7 |   F   D7 | 
 |   Gm   C7 |   F  | 
 
C strain: 
 |   F  |   F  |   F  |   F  | 
 |   F   Ab° |   Gm  |   G7  |   Gm   C7 | 
 |   F  |   F  |   F7  |   Bb  | 
 |   Bb  |   E7  |   F   D7 |   G7   C7 | 
 |   F  |   F   D7 |   G7   C7 |   F  || 
 
Cocaine Habit Blues 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Come Back, Sweet Papa 
 
Verse: 
 |   Bb  |   Gb7   F7 |   Bb  |   Gb7   F7 | 
 |   Bb  |   G7  |   C7  |   F7  | 
 |   Bb  |   Gb7   F7 |   Bb  |   Gb7   F7 | 
 |   C7  |   F   D7 |   Gm   C7 |   F7  | 
 
Chorus: 
 |   Bb  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C#° | 
 |   Bb  |   G7  |   C7   F7 |   Bb  || 
 
Come Back To Me Mandy 
 
Chorus:  
 |   F   D7 |   G7  |   C7  |   F   F7 | 
 |  Bb  Bbm |   F   D7 |   G7  |   C7  | 
 |   F   D7 |   G7  |   C7   F7 |   Bb   D7 | 
 |   Gm   E7 |   F   D7 |   G7   C7 |   F  || 
 
Come On In, Baby 
 
Chorus: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   D7  |   D7  |   Gm  |   G#° | 
 |   F  |   C7  |   F  |   F  || 
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Coney Island Baby 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Coney Island Washboard 
 
Verse: 
 |   Bb   Gb7 |   Bb   F7 |   Bb  |   Bb  | 
 |   Bb   Gb7 |   Bb   F7 |   Bb  |   Bb  | 
 |   G7  |   Cm  |   G7  |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Congaine 
 
Verse: 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   Dm |   G7  |   A7  | 
 |   Dm |   A7  |   Dm |   A7  | 
 |   G7  |   G7  |   G7  |   C7  | 
  
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Coon Hollow Capers 
(Intro ABA Breakstrain CCD) 
 
Intro:   4 bar ensemble melodic intro 
 (   Dm  |   Dm  |   A7  |   A7 -----  ) 
 
A: |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   A7 ------ |   A7 ------ | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   A7  |  Dm – Dm -- | 
 
B: |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   Ab° |   F  |   C7  |   F --  A7 | 
            to A strain 
Breakstrain:   4 bar ensemble melodic breakstrain 
 (   Bb  |   Eb  |   Bb  |   F7 --  F7 --  ) 
 
C: |   Bb  |   Bb  |   Eb  |   Bb  | 
 |   Bb  |   Bb  |   C7  |   F7  | 
 |   Bb  |   Bb  |   Eb  |   Bb  | 
 |   G°  |   Bb  |   C7   F7 |   Bb  | 
 
D: |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Gb7 |   Bb  |   C7   F7 |   Bb  || 
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Copenhagen 
 
A strain: 
 |   Bb  |   B°  |   Cm  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   B°  |   Cm  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 
B strain: 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
Breakstrain: 
 |   Bb  |   Cm   Dm |   Bb  |   Gb7 | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Cm   Dm |   Bb  |   Gb7 | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 
C strain: 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Coquette 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7    |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
Corinne Corrina 
 
Chorus: 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Cornet Chop Suey 
 
Intro: solo cornet 
 
Verse: 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb   E° |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   F7  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb   Bb7 | 
 |   Eb  |   Eb  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb  | 
 |   Gm - D7 -  |   Gm - Gm - |   D7 - D7 - |   Gm - Bb7 |  
 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb  | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  || 
 
Stop-time Chorus: 
 |   Eb --- |   Eb --- |   Eb --- |   Bb7 --- | 
 |   Eb --- |   Ab --- |   Eb --- | F7 Bb7 Eb - | 
 |   Eb --- |   Eb --- |   Eb --- |   Bb7 --- | 
 |   Eb --- |   Ab --- |   Eb --- | Eb Bb7 Eb - | 
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Creole Belles 
(ABBACC, Interlude, DDD) 
 
Intro:  
 |   Cm  |   Cm  |   F7  |   Bb7 | 
 
A strain: 
 |   Cm  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb   B7 |  Fm   Bb7 | 
 |   Cm  |   Eb  |   Eb  |   Eb  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
B strain: 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
C strain: 
 |   Ab  |   Bb7 |   Eb7 |   Ab  | 
 |   Ab  |   Eb7 |   Eb7 |   Ab  | 
 |   Ab  |   Bb7 |   Eb7 |   Ab  | 
 |   F7  |   Bbm |   Eb7 |   Ab  | 
 
Interlude: 
 |   Eb  |   Eb° |   Eb -- Eb7 -- |   ---------- | 
 
D strain: 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
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Creole Bo Bo 
 
Chorus: 
 |   Eb  |   Ab   Eb |   Ab   Eb |   Bb7   Eb | 
 |   Eb   Ab |   Eb   Bb7 |   Eb   Ab |   Eb   Bb7 | 
 |   Eb  |   Ab   Eb |   Ab   Eb |   Bb7   Eb | 
 |   Ab   Eb |   Bb7   Eb |   Ab   Eb |   Bb7   Eb || 
 
Creole Love Call 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Bb  | 
 |   F7  |   Eb7   F7 |   Bb  |   Bb  || 
 
Creole Song 
 
Verse: 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  | 
 
Chorus: 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  || 
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Curse Of An Aching Heart 
 
Chorus: 
 |   C  |   B7  |   C  |   C7  | 
 |   F  |   Fm  |   C  |   C  | 
 |   G7  |   G7  |   C   E7 |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
  
 |   C  |   B7  |   C  |   C7  | 
 |   F  |   B7  |   E7  |   E7  | 
 |   F  |   F#° |   C   E7 |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
Daddy’s Little Girl 
 
Chorus: 
 |   F  |   F  |   A7  |   A7  | 
 |   Dm |   Dm |   A7  |   A7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   A7  |   A7  | 
 |   Dm |   Dm |   A7  |   A7  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Dallas Blues 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
Chorus: 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 287

Dans Les Rues D’Antibes 
(Intro, ABA, Interlude, Trio…) 
 
Intro: 4 bar cornet 
 
A strain: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   D7  | 
 |   Gm  |   C7  |   F  |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   D7  | 
 |   Gm  |   C7  |   F  |   Dm | 
 |   G7  |   C7  |   F  |   F  || 
 
Breakstrain: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   G7  |   G7  |   G7  |   C  | 
 |   C7  |   C7  |   C7  |   C7  | 
 
Interlude: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 
Trio: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Darkness On The Delta 
 
Chorus: 
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
  
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   G7  |   C7  | 
  
 |   F  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Darktown Strutters’ Ball 
 
Verse: 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Dm   A7 |   Dm |   C7  |   F7  | 
 |   Bb  |   F7  |   D7  |   Gm  | 
 |   Dm   A7 |   Dm |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb   G7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   Db° |   Cm7  F7 | 
 |   Bb  |   Bb   G7 |   C7  |   C7  | 
 |   Eb  |   A7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Dauphine Street Blues 
 
Chorus: 
 |   Bb  |   Eb7 |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Davenport Blues 
 
Chorus: 
 |   F   Bb |   F   C7 |   F  |   F  | 
 |   F   Bb |   F   C7 |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7 ------- |   ----------- | 
 
 |   F   Bb |   F   C7 |   F  |   F7  | 
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   F -------- |   A7 ------ |   Dm ----- |   Ab° | 
 |   F   Bb |   F   C7 |   F  |   F  || 
 
Day By Day 
(You’re Going To Miss Me) 
 
Chorus: 
 |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   G7   C7 | 
 |   C7  |   C7  |   F7  |   Bb   D7 | 
 |   Gm  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Dead Man Blues 

 
Intro: 
 |   Gm  |   Gm   Cm |   Gm  |   D7  | 
 |   Gm  |   D7  |   Gm   Cm |   Gm   F7 | 
 
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb   D7 |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  ||  
 
‘Deed I Do 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb7 | 
 
 |   Ab  |   Ab  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Deep Elm Blues 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  || 
 
 



 

 291

Delia’s Gone 
 
Chorus: 
 |   F  |   Bb7 |   F  |   F7  | 
 |   Bb   D7 |   Gm  |   G7  |   C7  | 
 |   F D7 |   G7   C7 |   F  |   F  || 
 
Diga Diga Doo 
 
Chorus: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
  
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
  
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   A7  | 
  
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm || 
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Dill Pickles Rag 
(Intro AABACCDD) 
 
Intro: 
 |   D7 ------ |   D7 ------ |   D7 ------ |   D7  | 
 
A strain: 
 |   G  |   G  |   Em  |   Em  | 
 |   D7  |   D7  |   A7  |   D7  | 
 |   G  |   G  |   Em  |   Em  | 
 |   D7  |   D7  |   A7   D7 |   G  | 
 
B srain: 
 |   D7 ------ |   G  |   D7  |   G  | 
 |   D7 ------ |   G  |   A7  |   D7  | 
 |   D7 ------ |   G  |   D7  |   G  | 
 |   D7 ------ |   G  |   D7  |   G -- G -- | 
 
A strain: repeat once 
 
C strain: 
 |   C  |   C  |   D7   G7 |   C  | 
 |   C  |   C  |   B7  |   G7  | 
 |   C  |   C  |   D7   G7 |   C  | 
 |   Am ----- |   ---------- |   D7   G7 |   C  | 
 
D strain: 
 |   G7 ------ |   C  |   G7  |   C  | 
 |   G7 ------ |   C  |   D7  |   G7  | 
 |   G7 ------ |   C  |   G7  |   C  | 
 |   G7 ------ |   C  |   G7  |   C  || 
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Dusky Stevedore 
 
Verse: 
 |   F   Bbm |   F   Bbm |   F  |   F  |  
 |   Db7 |   Db7 |   F  |   F  | 
 |   Bbm |   Bbm |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  |  
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   C7  |   C7  |  
 |   C7  |   C7  |   F  |   F  | 
  
 |   A7  |   A7  |   D7  |   D7  |  
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  |  
 |   C7  |   C7  |   F  |   F  || 
 
 
Each Day 
 
Chorus:  
 |   Eb   Eb7 |   Ab   A° |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   Gb° |   Fm  Bb7 |   Eb   C7 |   F7   Bb7 | 
 
 |   Eb   Eb7 |   Ab   A° |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   Gb° |   Fm  Bb7 |   Eb    |   Eb  | 
 
 |   Eb7 |   Eb7 |   Ab  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb   Eb7 |   Ab   A° |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   Gb° |   Fm  Bb7 |   Eb    |   Eb  || 
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East Coast Trot 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Bb7 | 
  
 |   Eb  |   Eb  |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb7 |   Eb7 |   Ab7 |   Ab7 | 
 |   Eb7 |   Eb7 |   Ab7 |   Ab7 | 
  
 |   Eb  |   Eb  |   Eb  |   C7  |  
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Eccentric Rag 
(Intro, ABA, Trio…) 
 
Intro: 
 |   F  |   F  |   G7   C7 |   F  | 
 
A strain: 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C -------- |   ---------- | 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C    |   C  | 
 
B strain: 
 |   C  |   C  |   D7   G7 |   C  | 
 |   C  |   C  |   B7  |   Em   G7 | 
 |   A7  |   A7  |   Dm |   Eb° | 
 |   C  |   C  |   D7   G7 |   C  | 
 
Trio: 
 |   F ------- |   ---------- |   G7   C7 |   F  | 
 |   F ------- |   ---------- |   G7  |   C7  | 
 |   A7  |   A7  |   A7  |   A7  | 
 |   F ------- |   ---------- |   G7   C7 |   F  || 
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Egyptian Ella 
 
Verse: 
 |   Cm  |   Cm  |   D7  |   G7  | 
 |   G7  |   G7  |   Cm  |   Ab7   G7 | 
 |   Cm  |   Cm  |   D7  |   G7  | 
 |   G7  |   G7  |   Cm  |   Cm  |  
 |   Fm  |   Fm  |   Cm  |   Cm  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
Chorus: 
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Ab7   G7 | 
  
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
  
 |   Fm  |   Fm  |   Cm  |   Cm  | 
 |   D7  |   D7  |   G7  |   G7  | 
  
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Cm  || 
 
Eh La Bas 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
Breakstrain: 
 |   Ab  |   Ab  |   Ab  |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Ab  | 
 
 



 

 297

Eight, Nine, Ten 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7 ------ |   ---------- | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Eli Green’s Cakewalk 
(AABBCCD) 
 
Vamp: 
 |   Dm |   Dm | 
 
A strain:  
 |   Dm |   Dm |   Dm |   Dm | 
 | Gm  Dm -- | Gm  Dm -- |   Gm  Dm |   A7 ------- | 
 |   Dm |   Dm |   Dm |   Dm | 
 | Gm  Dm -- | Gm  Dm -- |   A7  |   Dm | 
                (2x: |   Dm – C7 |) 
B strain:  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   C7  | 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F   Bb |   F  | 
 
C strain:  
 |   F  |   Bb   F |   F  |   Bb   F | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F  |   Bb   F |   F  |   Bb   F | 
 |   G7  |   C7  |   F ------- |   ----------- | 
                                   (2x: |   F   |   G7 |) 
D strain:  
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   D7  |   G7  | 
 |   C  |   C  |   C  |   C  | 
 |   E7   Am |   E7   Am |   G7  |   C -- C -- || 
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Everybody Loves My Baby 
 
Verse: 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   Bb7 |   Dm |   A7  | 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   Bb7 |   Dm |   A7  | 
 
Chorus: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   G7  |   C7  |   F  |   A7  | 
  
 |   Dm |   Dm |   Dm |   Dm | 
 |   E7  |   E7  |   A7  |   C7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   G7  |   G7  |   G7  |   A7  | 
  
 |   Dm |   Dm |   Dm |   Dm | 
 |   G7  |   C7  |   F  |   F  || 
 
Everybody Stomp! 
 
Chorus: 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   F  |   G7   C7 |   F  |   F  | 
  
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   F  |   G7   C7 |   F  |   F  | 
 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   Bb7 |   Bb7 |   F  |   G7   C7 | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   F  |   G7   C7 |   F  |   F  || 
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Everybody’s Talkin’ About Sadie Green 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   B7  | 
 |   Eb  |   F7   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   B7  | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  || 
 
Everything Is Peaches Down In Georgia 
 
Chorus: 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 |   F  |   F  |   C  |   C  | 
 |   G7  |   G7  |   G7  |   G7   C7 | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 |   F   C7 |   F7  |   Bb   D7 |   G7  | 
 |   C7  |   F   D7 |   G7   C7 |   F  || 
 
Exactly Like You 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   Eb7 |   Bb  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb   Eb7 |   Bb  | 
  
 |   Eb  |   Ebm |   Bb  |   Gm  | 
 |   Cm7 |   F7  |   Bb   Db° |   Cm7   F7 | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb    |   Bb  || 
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The Eyes Of Texas 
 
Chorus: 
 |   F  |   F  |   F7  |   F7  | 
 |   Bb  |   Bb  |   F  |   F  | 
  
 |   F  |   F  |   F  |   F  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   C7  |   C7  |   F  |   F  | 
 |   Bb  |   Bb  |   A7  |   A7  | 
 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Farewell Blues 
 
Chorus: 
  |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   Cm  |   Gb7 | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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Fidgety Feet 
(AABBTrio…) 
 
Intro: 4 bars - Front Line 
 
A strain: 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Bb  |   Bb  |   C7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Bb --- |   ------- |   C7   F7 |   Bb  | 
 
B strain: 
 |   Eb --- |   G7 --- |   Ab --- |   Eb --- | 
 |   Bb7 |   Eb  |   F7  |   Bb7 | 
 |   Eb --- |   G7 --- |   Ab --- |   Eb --- | 
 |   Bb7 |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
Trio: 
 |   Ab  |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Db  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   C7  |   C7  | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Fifty Miles Of Elbow Room 
 
Chorus: 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   F  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb7 | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Five Foot Two 
 
Chorus: 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
  
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Flat Foot 
 
Verse: 
 |   Eb  |   Eb  |   Cm  |   Cm  |  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Fm  |   Fm  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
 
Float Me Down The River 
 
Chorus: 
 |   Ab  |   C7  |   Db  |   Ab  | 
 |   Eb7 |   C7   Fm |   Bb7 |   Eb7 | 
 |   Ab  |   C7  |   Db7 |   C7  | 
 |   Db   D° |   Ab   F7 |  Bb7   Eb7 |   Ab   F7 | 
 |  Bb7   Eb7 |   Ab  || 
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Forty & Tight 
 
Chorus: 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   F  |   C7  |   F7 ------ |   ----------  | 
  
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   E°  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Fourth Street Mess Around 
 
Verse: 
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   Cm  |   Cm  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb ------ |   ------ G7 | 
  
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   Cm  |   Cm  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Ab7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Frankie And Johnny 
 
Chorus: 
 |   C  |   C  |   C  |   C7  | 
 |   F7  |   F7  |   F7   F#° |   C  | 
 |   G7  |   G7  |   C  |   C  || 
 
Friendless Blues 
 
Verse: 
 |   Eb  |   Eb   Bb7 |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Ab  |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
From Monday On 
 
Chorus: 
  |   Bb  |   Bb  |   F7  |   F7  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Funny Feather Man 
 
Chorus: 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   E7  |   Eb7 |   Eb7 | 
 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Galveston Gal 
 
Chorus: 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C   Eb° |   Dm   G7 | 
 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C    |   C  | 
 
 |  Gm7   C7 |  Gm7   C7 |   F  |   F  | 
 |  Am7   D7 |  Am7   D7 |   G7   |   G7  | 
 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C    |   C  || 
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Gate Mouth 
     
Verse (2x): 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   G7  |   Cm  |   F7  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
Chorus: 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb*  ----- |   ---------- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  || 
 
* breaks only on solos 
 
 
Gee, Baby 
(Ain’t I Good To You?) 
 
Chorus: 
 |   D7   C7 |   A7   D7 |   G7   C7 |   F   A7 | 
 |   D7   C7 |   A7   D7 |   G7   C7 |   F   F7 | 
 |   Bb   B° |   F   F7 |   Bb   Bb7 |   A7  | 
 |   D7   C7 |   A7   D7 |   G7   C7 |   F    || 
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Georgia Bo Bo 
 
Verse: 
 |   F   Gm7 |   F   Bbm |   F   C7 |   F  | 
 |   F   Gm7 |   F   B° |   Am   E7 |   Am   C7 | 
 |   F   Gm7 |   F   Bbm |   F   C7 |   F   F#° | 
 |   C G7 |   C   A7 |   D7   G7 |   C   C7 | 
 
Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   F  | 
 |   G7  |   C7  |   F   G7 |   C7   F || 
 
 
Georgia Grind 
 
Chorus: 
 |   Eb   Bb7 |   Eb   Bb7 |   Eb   Bb7 |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  || 
 
 
Georgia On My Mind 
 
Chorus: 
 |   F  |   A7  |   Dm |   Bbm | 
 |   F   D7 |  Gm7   C7 |   F  |   C7  | 
  
 |   F  |   A7  |   Dm |   Bbm | 
 |   F   D7 |  Gm7   C7 |   F  |   F   A7 | 
  
 |   Dm |   Bb7 A7 |   Dm |   F   G7 | 
 |   Dm |   F   E7 |   Am  Eb° |  Gm7   C7 | 
  
 |   F  |   A7  |   Dm |   Bbm | 
 |   F   D7 |  Gm7   C7 |   F  |   F  || 
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Georgianna 
 
Chorus: 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   F  |   F7   D7 |   G7  |   C7  | 
  
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   F  |   F7   D7 |   G7   C7 |   F  | 
 
 |   Am  |   E7  |   Am   Em |   Am  | 
 |   Am  |   E7  |   Am   G7 |   C7  | 
 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   F  |   F7   D7 |   G7   C7 |   F  || 
 
 
Get Out Of Here 
(And Go Home) 
 
Verse: 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Eb  |   Eb7 |   Ab  | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  || 
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Gettysburg March 
 
Verse: 
 |   Eb7 |   Ab  |   Eb7 |   Ab  | 
 |   Eb7 |   Ab  |   Eb7 |   Ab  | 
 |   Eb7 |   Ab  |   F7  |   Bbm | 
 |   Db  |   Ab   E7 |   Ab   Eb7 |   Ab  | 
 
Chorus: 
 |   Ab   Db |   Ab  |   Eb7 |   Ab   Ab7 | 
 |   Db  |   Ab   Fm |   Bb7 |   Eb7 | 
 |   Ab   Db |   Ab  |   Eb7 |   Ab   Ab7 | 
 |   Db  |   Ab   Fm |  Bb7   Eb7 |   Ab  || 
 
 
Gimme A Pig Foot And A Bottle Of Beer 
 
Verse: 
 |   C7  |   C7  |   F7  |   F7  | 
 |   G7  |   Cm  |   F7  |   Bb7 | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb ------ |   ---------- | 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Eb   G7 |   C7  |   C7  |   F7   Bb7 | 
 |   Eb  |   Eb   C7 |   F7   Bb7 |   Eb   C7 | 
 |   F7   Bb7 |   Eb  || 
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Girl Of My Dreams 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  | 
  
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  || 
 
Give Me Your Telephone Number 
 
Verse: 
 |   Gm  |   F7  |   C7   F7 |   Bb   D7 | 
 |   Gm  |   F7  |   C7  |   F7  | 
 |   D7  |   Gm  |   A7  |   Dm   F7 | 
 |   Gm  |   F7  |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   C7   F7 |   Bb  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   C7   F7 |   Bb  | 
  
 |   D7  |   Gm  |   C7   F7 |   Bb  | 
 |   D7  |   Gm  |   C7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   C7   F7 |   Bb  || 
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Glory Of Love 
 
Chorus: 
 |   F  |   C7  |   F7  |  Bb   Bbm | 
 |   F  |   C7  |   F  |   C7  | 
 
 |   F  |   C7  |   F7  |  Bb   Bbm | 
 |   F  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bb  |   F  |   F7  | 
 |   Bbm |   Bbm |   G7  |   C7  | 
 
 |   F  |   C7  |   F7  |  Bb   Bbm | 
 |   F  |   C7  |   F  |   F  || 
 
Going Home 
 
Chorus: 
 |   C  |   C  |   C  |   C7  | 
 |   F  |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  || 
 
Good Old New York 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   Dm |   A7  |   Dm |   F7  | 
  
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Goodbye, My Lady Love 
 
Verse: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   A7  | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   C  |   G7  |   C  |   C7 --  C7 -- | 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   C7  |   F   E7 |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   C7  |   F  |   F  || 
 
Goody-Goody 
 
Chorus: 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   A7  |   A7  | 
 |   Dm   A7 |   Dm |   Dm   A7 |   Dm | 
 |   D7  |   D7  |   D7  |   G7  | 
 
 |   C  |   C  |   C  |   C  | 
 |   C7  |   C7  |   F   A7 |   Dm | 
 |   F  |   Fm  |   C  |   A7  | 
 |   C  |   C  |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
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Got A Great Big Date 
(With A Little Bitta Girl) 
 
Verse: 
 |   Cm  |   G7  |   C7  |   Fm  | 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb   G7 | 
 |   Cm  |   G7  |   C7  |   Fm  | 
 |   F7   Bb7 |   Eb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb    | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb  |   Eb7 |  Ab   Abm |   Eb    | 
 |   F7  |   Bb7 |   Eb  |   Eb7 | 
 
 |   Ab  |   A°  |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |  Ab   Abm |   Eb    | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Gut Bucket Blues 
 
Chorus: 
 |   Bb  |   Eb7 |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb    | 
 |   F7  |   C7   F7 |   Bb  |   Bb  || 
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Gypsy Love Song 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb7 |   Eb  |   Bb  | 
 |   Gb7 |   Bb   F7 |   Bb  |   Bb  || 
 
Hard-Hearted Hannah 
 
Verse: 
 |   Bb   F+ |   Bb    F+ |   Bb    F+ |   Bb7 | 
 |   Eb   Ebm |   Bb7 |   Eb   Ebm |   C7   F7 | 
 |   Bb   F+ |   Bb    F+ |   Bb    F+ |   Bb7 | 
 |   A7  |   Dm |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Fm   G7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb ------- |   Gb7   F7 | 
 |   Bb  |   Fm   G7 |   Cm   D7 |   Gm  Bb7 | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Harlem Bound 
 
Chorus: 
 |   Fm  |   Bbm  C7 |   Fm  |   Eb7   Ab | 
 |   Bbm  C7 |   Fm  |   Bb7  Eb7 |   Ab   C7 | 
  
 |   Fm  |   Bbm  C7 |   Fm  |   Eb7   Ab | 
 |   Bbm  C7 |   Fm  |   Bb7  Eb7 |   Ab    | 
  
 |   F7  |   F7  |   Bbm  F7 |   Bbm | 
 |   E7  |   E7  |   Db7 |   C7  | 
  
 |   Fm  |   Bbm  C7 |   Fm  |   Eb7   Ab | 
 |   Bbm  C7 |   Fm  |  Bb7   Eb7 |   Ab  || 
 
Have You Ever Felt That Way? 
 
Chorus:  
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   D7  | 
 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   G7  |   G7  |   Cm   G7  |   Cm  | 
 |   D7  |   D7  |   Gm  |   D7  | 
 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Heart Of My Heart 
(The Story of the Rose) 
  
Chorus: 
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Dbm |   Eb7 | 
 
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Ab  | 
 |   F7  |   F7  |   Bbm |   E7  | 
 |   Ab   F7 |  Bb7   Eb7 |   Ab  |   Ab  || 
  
Heebie Jeebies 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F   D7 | 
 |   G7   C7 |   F  || 
Hello! Ma Baby 
 
Chorus: 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F   E7 |   C7  | 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
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Hello, Bluebird! 
 
Verse: 
 |   Dm |   Dm |   Bb7 |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   Dm |   Dm |   Bb7 |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   Bb7 |   Bb7 |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   Db7 |   C7  |   C7  | 
 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C+  |   F  |   F  | 
  
 |   A7  |   A7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
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Here Comes The Hot Tamale Man 
 
Verse: 
 |   Cm  Ab7 |   Cm  Ab7 |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Bb7 |   Eb   G7 | 
 |   Cm  Ab7 |   Cm  Ab7 |   Eb  |   C7  | 
 |   Bb  |   Bb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   D7  |   G7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb  |   D7  |   G7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   D7  |   G7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Hesitatin’ Blues 
 
Chorus: 
 |   F°   F |   F°   F |   F°   F |   F A7  Dm | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F    |   F  || 
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Hey, Good Lookin’ 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   Eb   Ebm |   Bb  |   Eb   Ebm |   Bb  | 
 |   Eb   Ebm |   Bb    |   C7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Hiawatha Rag 
(Intro, AABA, Trio…, A) 
 
Intro: Front Line 
 
A: |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb ----- | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
B: |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb    |   Bb ------ | 
 
A: repeat 
 
Trio: |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
A: |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb ----- | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb – Bb -- || 
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High Society March 
(Intro, AABB, Interlude, Trio, Breakstrain, Trio…) 
 
Intro: Front line intro 
 
A strain: 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Gm  |   Gm  |   D7  |   Gm  | 
 |   Gm  |   Gm  |   C7  |   F7  | 
 
B strain:  
 |   F7  |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 
Interlude: 
 |   Bb  |   Fm  |   Bb7 | Bb7 -- Bb7 -- | 
  
C strain (Trio): 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   Bb  |   F7  |   Bb7 ----- |   ---------- | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Breakstrain: 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   Fm  |   Fm  |   Cm  |   Cm  | 
 |   Ab7 |   Ab7 |   G7  |   Bb7 | 
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Hindustan 
 
Verse: 
 |   Bbm |   Bbm |   Bbm |   Ebm | 
 |   Bbm |   F7  |   Bbm |   Bbm | 
 |   Fm  |   C7  |   Fm  |   C7  | 
 |   Fm  |   C7  |   F7  |   F7 ------- | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   Ebm |   Ebm | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
How Come You Do Me Like You Do? 
 
Chorus: 
 |   Eb   Ab |   Eb   C7 |   F7   Bb7 |   Eb   Bb7 | 
 |   Eb   Ab |   Eb   C7 |   F7  |   Bb7 | 
 |   Eb7 ----- |   Eb7 ------ |   Ab ------  |   A°  | 
 |   Eb   Ab |   Eb   C7 |   F7   Bb7 |   Eb  || 
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I Ain’t Gonna Give Nobody  
None O’ This Jelly Roll 
 
Chorus: 
 |   Ab  |   Ab  |   Bb7 |   Bb7 |  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb7 ----- |   ---------- | 
  
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   C7  |   C7  | 
 |   Db  |   F°  |   Ab  |   F7  | 
 |   Db   D° |   Ab   F7 |   Bb7  Eb7 |   Ab   F7 | 
 |   Bb7  Eb7 |   Ab  | 
 
I Ain’t Got Nobody 
 
Chorus: 
 |   F7  |   F7  |   G7  |   G7  | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
 
 |   F7  |   F7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   C7  | 
 
 |   F7  |   F7  |   G7  |   G7  | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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I Can Beat You Doin’ What You’re Doin’ To Me 
 
Verse: 
 |   Bb   Db° |   F7  |   Bb   Db° |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   G7  | 
 |   Cm   G7 |   Cm  |   Cm   G7 |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb   Db° |   F7  |   Bb   Db° |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   G7  | 
 |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Db° |   Cm7 |   F7  | 
  
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   G7  |   G7  |   Cm  |   F7  | 
  
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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I Can’t Believe You’re In Love With Me 
 
Chorus: 
 |   Eb  |   Ebm |   Bb  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 
 |   Eb  |   Ebm |   Bb  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
  
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7   Bb7 | 
 
 |   Eb  |   Ebm |   Bb  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
I Can’t Escape From You 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
 
 
 
 
 



 

 328

I Can’t Give You Anything But Love 
 
Chorus: 
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  | *C7 ------ |   ---------- | 
  
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
* breaks ONLY on instrumental solos 
 
I Don’t Want To Walk Without You Baby 
 
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bbm |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   Gm  |   D7  |   Gm  |   Bb7 | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 |  
 |   Eb  |   Eb  |   Bbm |   C7  | 
 |   F7  |   Bb7 |   Eb  |   C7  | 
 |   F7  |   Bb7 |   F7   Bb7 |   Eb  || 
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I Double Dare You 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7    |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   A7  |   A7  |   D7  |   D7  | 
 |   G7  |   C7  |   F   E7 |   Eb7   D7 | 
 |   G7  |   C7  |   F*---- |   F  || 
 
* break @ end of 1st vocal 
 
I Found A Million Dollar Baby 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb   Bb7 | 
  
 |   Eb  |   Eb  |   Eb  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb   | 
  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7  |   F7  |   Fm7 |   *Bb7 ----  | 
  
 |   Eb  |   Eb  |   Eb  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb   || 
 
* break only on solos and vocal 
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I Get The Blues When It Rains 
 
Chorus: 
 |   F  |   Bb   F |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   Bb   F |   C7  |   C7  | 
 |   C7  |   A7  |   Dm |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  ||   
 
I Got A Misery 
 
Chorus: 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
I Got Horses And Numbers On My Mind 
 
Chorus:  
 |   C  |   F7   G7 |   C  |   C  | 
 |   C  |   D7  |   G7  |   C  | 
 |   C  |   C7  |   F  |   Fm  | 
 |   C  |   G7  |   C  |   C  ||   
 



 

 331

I Got Rhythm 
 
Chorus: 
 |   Bb   G7 |   C7   F7 |   Bb   Db° |   Cm7   F7 | 
 |   Bb   Bb7 |   Eb   Ebm |   C7   F7 |   Bb   F7 | 
  
 |   Bb   G7 |   C7   F7 |   Bb   Db° |   Cm7   F7 | 
 |   Bb   Bb7 |   Eb   Ebm |   C7   F7 |   Bb  | 
  
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb   G7 |   C7   F7 |   Bb   Db° |   Cm7   F7 | 
 |   Bb   Bb7 |   Eb   Ebm |   Bb   Fm |   G7  | 
 |   C7   F7 |   Bb  || 
 
I Guess I’ll Get The Papers And Go Home 
 
Chorus: 
 |   F   A7 |   D7  |   G7  |   G7  | 
 |   C7  |   G7   C7 |   F   E7 |   C7  | 
 |   F   A7 |   D7  |   G7  |   G7   C7 | 
 |   F   E7 |   F   Db7 |  F D7 G7 C7 |   F  || 
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I Had Someone Else Before I Had You 
(And I’ll Have Someone After You Are Gone) 
 
Chorus: 
 |   F  |   F  |   F  |   D7  | 
 |   Gm7 |   C7  |   F  |   C7  | 
  
 |   F  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   F  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
 
I Love My Baby 
(My Baby Loves Me) 
 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   Eb  |   Ebm | 
 |   Bb  |   C7  |   F7  |   Bb  || 
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I Love To Go Swimmin’ With Women 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
I Love You Truly 
 
Chorus: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Fm  |   Fm  |   Ab° |   E7  | 
 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
 
 
 
 
 



 

 334

I Never Knew 
 
Chorus: 
 |   F  |   Bbm |   F  |   Bbm | 
 |   F  |   C7  |   F   Ab° |  Gm7   C7 | 
 
 |   F  |   Bbm |   F  |   Bbm | 
 |   F  |   C7  |   F  |   F   E7 | 
 
 |   Am  |   E7  |   Am  |   E7  | 
 |   Am  |   E7  |   Am   Ab° |   C7  | 
 
 |   F  |   Bbm |   F  |   Bbm | 
 |   F  |   C7  |   F  |   F  || 
 
I Only Want A Buddy, Not A Sweetheart 
 
Chorus: 
 |   Eb  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Ab7 |   Bb7 |   Eb  |   Eb  || 
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I Said I Wasn’t Gonna Tell Nobody 
(What The Lord Has Done For Me) 
 
Chorus: 
       * (   Eb  |   Eb  )   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 (   Eb  |   Eb  )   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb   Ab |   Eb7 |  
  
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb ------- |   Bb7 ----- |   Eb ------  |   Ab ------- | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  || 
 
(*) breaks in ensemble chorus by soloist 
 
I Still Get A Thrill  
(Thinking Of You) 
 
Verse: 
 |   C7  |   F7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7 ------ | 
 
Chorus: 
       |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Cm7 |   Cm7 |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7 ------ | 
 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   Bb  |   G7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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I Still Get Jealous 
 
Chorus: 
       |   Cm7 |   F7  |   Cm7 |   F7  | 
 |   Bb  |   Db° |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Cm7 |   F7  |   Cm7 |   F7  | 
 |   Bb  |   Db° |   Bb  |   Bb  | 
 |   C7  |   F7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 *----------------------------------* 
 play 3x’s on Shout Chorus 
 
I Surrender Dear 
 
Chorus: 
 |   Dm |   A7  |   Dm   E7 |   Am   D7 | 
 |   C     |   D7  |   Dm   G7 |   C   A7 | 
 
 |   Dm |   A7  |   Dm   E7 |   Am   D7 | 
 |   C     |   D7  |   Dm   G7 |   C  | 
 
 |   E7  |   Am  |   E7  |   Am  | 
 |   E7  |   Am  |   D7  |   G7  | 
 
 |   Dm |   A7  |   Dm   E7 |   Am   D7 | 
 |   C    |   D7  |   Dm   G7 |   C  || 
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I Thought I Heard Buddy Bolden Say 
 
Chorus: 
 |   F  |   F7  |   Bb   B° |   F   F7 | 
 |   Bb   B° |   F   D7 |   C   G7 |   C   C7 | 
 |   F  |   F7  |   Bb   B° |   F   F7 | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F  || 
 
I Used To Love You 
(But It’s All Over Now) 
 
Chorus: 
 |   F  |   F    |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F    |   G7  |   G7  | 
 |   C7  |   C7  |   A7  |   A7  | 
  
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   C7  | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   Bbm |   C7  |   F  |   F  || 
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I Want A Girl 
(Just Like The Girl That Married Dear Old Dad) 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   C7   F7 |   Bb  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   Gm  |   Gm  |   D7  |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  || 
 
I Want A Little Girl 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  | 
  
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb    |   Eb  | 
 
 |   Eb7 |   Eb7 |   Ab    |   Ab  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
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I Want You And I Need You 
 
Chorus: 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   C7  | 
 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F  | 
 
 |   F7  |   F7  |   Bb  |   Bb   D7 | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F  || 
 
I Wish I Could Shimmy Like My Sister Kate 
 
Chorus: 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb ------- |   ---------- | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb   G7 | 
 |   C7   F7 |   Bb  || 
 
 
 
 
 
 
 
 
 
 
 



 

 340

I Wish I Was In Dixie 
 
Verse: 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   Gm  |   F7  |   Bb  | 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   Gm  |   F7  |   Bb  | 
  
Chorus: 
 |   Bb  |   Eb  |   C7  |   F7  | 
 |   Bb  |   Eb  |   Bb  |   F7  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb   F7 |   Bb  || 
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I Wish That I’d Been Born In Borneo 
 
Interlude: -----------------------straight 4’s------------------------ 
 (   Cm |   Cm  |   Cm  |   Cm  ) 
 (   Cm |   Cm  |   G7  )  G7   Bb7 | 
  
Verse:  
 |   Eb   C° |   Eb   C° |   Bb7 |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb   C° |   Eb   C° |   Eb   G7 |   Cm  | 
 |   Bb   G° |   Bb   G° |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   D7  |   D7  |   Gm  |   Bb7 | 
  
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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I Wish’t I Was In Peoria 
     
Vamp: 
 |   Dm |   Dm | 
 
Verse: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Gm  |   Dm |   A7  |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   F  |   F#° |   C7  |   F7  | 
  
Chorus: 
 |   Bb  |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   Eb7 |   Eb7 |   Bb  |   F7  | 
  
 |   Bb  |   Eb7 |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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I Wonder Where My Baby Is To-Night 
 
Verse: 
 |   F  |   F  |   G7  |   G7  | 
 |   F  |   G7   C7 |   F  |   C7  | 
 |   F  |   F  |   G7  |   G7  | 
 |   F  |   G7   C7 |   F  |   C7  | 
 |   E7  |   E7  |   Am  |   Am  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   A7  |   Bb  |   D7  | 
 |   Gm  |   G7  |   C7  |   C7  | 
 |   F   E7 |   C7  |   F   E7 |   C7  | 
 |   F  |   G7  |   C7  |   C7  | 
 
 |   F  |   A7  |   Bb  |   D7  | 
 |   Gm  |   G7  |   C7  |   C7  | 
 |   F   E7 |   C7  |   F   Cm |   D7  | 
 |   Gm  |   C7  |   F  |   F  || 
 
  
I Wonder Who’s Kissing Her Now 
 
Chorus: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   A7  |   Bb  |   D7  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   A7  |   Bb  |   D7  | 
 |   Gm  |   Bbm |   F  |   D7  | 
 |   Gm  |   C7  |   F  |   F  || 
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I Would Do Anything For You 
 
Chorus: 
 |   Eb   Eb7 |  Ab   Abm |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb   Eb7 |  Ab   Abm |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb   D7 | 
 
 |   G  |  Am7   D7 |   G  |   G  | 
 |   Bb  |   Cm7   F7 |   Bb  |   Bb7 | 
 
 |   Eb   Eb7 |  Ab   Abm |   Eb   Eb7 |  Ab   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
 
 
Ice Cream 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Ida, Sweet As Apple Cider 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   Eb  |   C7   F7 |   Bb  |   Bb  || 
 
If I Could Be With You 
(One Hour To-night) 
 
Verse: 
 |   Eb   E° |  Fm   Bb7 |   Eb   E° |  Fm   Bb7 | 
 |   Eb  |   C7  |   F7  |   Bb  | 
 |   Bb   F7 |   Bb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Fm7 |  Bb7   Bb+ |   Eb   G7 |   C7  | 
 |   F7  |   Bb7 |   Eb  |   F7   Bb7 | 
 
 |   Fm7 |  Bb7   Bb+ |   Eb   G7 |   C7  | 
 |   Ab   A° |   Eb C7 |   F7   Bb7 |   Eb   C7 | 
 |   F7   Bb7 |   Eb  || 
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If I Didn’t Care 
 
Chorus: 
 |   Bb   F+ |   Bb  |   Bb   F+ |   Bb  | 
 |   C7   A° |   C7   A° |   C7  |   C7  | 
 |   D7  |   D7  |   Gm   D7 |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb   F+ |   Bb  |   Bb   F+ |   Bb  | 
 |   C7   A° |   C7   A° |   C7  |   C7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
If I Had My Way 
 
Chorus: 
 |   C  |   A7  |   D7  |   G7  | 
 |   C  |   A7  |   D7  |   G7  | 
 |   C  |   E7  |   F  |   C  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   C  |   A7  |   D7  |   G7  | 
 |   C  |   A7  |   F   A7 |   Dm | 
 |   F  |   F#° |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
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If I Had You 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb    |   Ebm | 
 |   Bb   Db° |  Cm7   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb7 |   Eb    |   Ebm | 
 |   Bb   Db° |  Cm7   F7  |   Bb  |   Bb   A7 | 
 
 |   Dm |   Gm  |   Dm |   A7  | 
 |   Dm |   Gm  |  Dm  Db° |   Cm7  F7 | 
 
 |   Bb  |   Bb7 |   Eb    |   Ebm | 
 |   Bb   Db° |  Cm7   F7  |   Bb  |   Bb  || 
 
If Someone Would Only Love Me 
 
Chorus:  
 |   G7  |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  | 
 |   E7  |   E7  |   A7  |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   G7  |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F  |   Fm  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  || 
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If We Can’t Be The Same Old Sweethearts 
(Then We’ll Just Be The Same Old Friends) 
 
Chorus: 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Fm  |   Fm  |   Fm   C7 |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 |  
 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Fm  |   C7  |   Fm   C7 |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   Fm  | Abm   Bb7 |   Eb  |   Eb  || 
 
If You Don’t Believe I Love You 
(Look What A Fool I’ve Been) 
 
Verse: 
 |   C  |   G7  |   Ab7   G7 |   C  | 
 |   C  |   G   E7 |   Am   D7 |   G7  | 
 |   C  |   G7  |   E7  |   Am   Cm | 
 |   G   Em |   G7   E7 |   A7   D7 |   G   G7 | 
 
Chorus: 
 |   C  |   A7  |   D7  |   D7  | 
 |   G7  |   G7  |   C   Eb° |   G7  | 
 |   E7  |   E7  |   Am   E7 |   Am  | 
 |   G  |   D7  |   G  |   G7  | 
 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   Fm  |   E7  |   E7  | 
 |   A7 ------- A7 |   A7 ------- A7 |   D7 ------- D7 |   D7 ------ G7 | 
 |   C  |   A7  |   D7   G7 |   C  || 
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If You Knew Susie 
(Like I Know Susie, Oh, Oh, What A Girl) 
 
Verse: 
 |   Bb  |   F7  |   Bb  |   C7   F7 | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Dm |   A7  |   F7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F7  |   F7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   F  | 
  
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   Ebm |   F7  |   Bb  |   Bb  || 
 
Iko Iko 
 
Verse: 
 |   Eb  |   Eb  |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  || 
 



 

 350

I’ll Be A Friend With Pleasure 
 
Chorus:  
 |   F  |   F  |   C+  |   C+  | 
 |   F  |   F  |   D+  |   D7  | 
 |   Gm  |   Gm  |   Bbm |   Bbm | 
 |   F  |   D7  |   G7  |   C7  | 
 
 |   F  |   F  |   C+  |   C+  | 
 |   F  |   F  |   D+  |   D7  | 
 |   Gm  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
I’ll Be Gone 
 
Chorus:  
 |   G  |   E7  |   A7   D7 |   G  | 
 
 |   G  |   E7  |   A7  |   D7  | 
 
 |   B7  |   E7  |   B7  |   E7  | 
 |   A7  |   A7  |   A7  |   D7  | 
 
 |   G  |   E7  |   A7   D7 |   G  || 
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I’ll See You In My Dreams 
 
Chorus: 
 |   Bb  |   Bb  |   Bbm |   Bbm | 
 |   F  |   E7  |   F  |   F  | 
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   Bb  |   Bb  |   Bbm |   Bbm | 
 |   F  |   E7  |   F  |   F  | 
 |   D7  |   D7  |   A7  |   Dm | 
 |   Bb  |   Bbm |   F   Bbm |   F  || 
 
I’ll Take You Home Again, Kathleen 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   G7  |   G7  | 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   A°  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
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I’m A Ding Dong Daddy From Dumas 
 
Chorus: 
 |   Bb   Eb7 |   Bb   G7 |   C7   F7 |   Bb  | 
 |   Bb   Eb7 |   Bb   G7 |   C7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   E°  | 
 |   Bb   Eb7 |   Bb   G7 |   C7   F7 |   Bb  || 
 
I’m A Little Blackbird 
 
Verse: 
 |   Eb   Ab7 |   Eb  |   Eb   Ab7 |   Eb  | 
 |   G7  |   C7  |   F7  |   Bb7 | 
 |   Eb   Ab7 |   Eb  |   Bb  |   Bb  | 
 |   F7  |   Bb   G7 |   C7   F7 |   Bb7 | 
 
Chorus:  
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   F7  |   B7  |   Bb7 |  
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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I’m Alone Because I Love You 
 
Chorus: 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
  
 |   F  |   D7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
 
I’m Alone Without You 
 
Chorus: 
 |   C   Eb° |   Dm7 |   G7  |   C  | 
 |   C   Eb° |   G   A7 |   D7  |   G7  | 
 
 |   C   Eb° |   Dm7 |   B7  |   Em   G7 | 
 |   C7  |   F   Fm |   C   G7 |   C   A7 | 
 
 |   Dm |   D#° |   C  |   Gm   A7 | 
 |   D7  |   G   Em |   A7   D7 |   G7  | 
 
 |   C   Eb° |   Dm7 |   B7  |   Em   G7 | 
 |   C7  |   F   Fm |   C   G7 |   C  || 
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I’m Coming Virginia 
 
Verse: 
 |   Fm  |   Db7   C7 |   Fm  |   Fm  | 
 |   Cm  |   D7   G7 |   Cm  |   C7 ------- | 
 |   Fm  |   Db7   C7 |   Fm  |   Fm  | 
 |   Cm  |   D7   G7 |   Cm  |   C7 ------- | 
 
Chorus: 
 |   F  |   F  |   D7   G7 |   C7   F7 | 
 |   Bb  |   Bbm |   F   |   C7  | 
 |   F  |   F  |   Am  |   Am  | 
 |   D7   G7 |   C7   F7 |   Bb   C7 |   F7  | 
 |   Bb  |   Bb  |   Bbm |   C7  | 
 |   G7  |  Gm7   C7 |   F  |   F  || 
 
I’m Confessin’  
(That I Love You) 
 
Chorus: 
 |   F   C+ |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F   F#° |   C7  | 
  
 |   F   C+ |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F   Bb7   |   F  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F   C+ |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F    |   F  || 
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I’m Crazy ‘Bout My Baby 
(And My Baby’s Crazy ‘Bout Me) 
 
Verse: 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Eb  |   Eb  |   G7  |   G7  | 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 
Chorus: 
 |   Fm7 |   Bb7 |   Eb  |   C7  | 
 |   Fm7 |   Bb7 |   F7   Bb7 |   Eb  | 
 
 |   Fm7 |   Bb7 |   Eb  |   C7  | 
 |   Fm7 |   Bb7 |   F7   Bb7 |   Eb  | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Fm7 |   Bb7 |   Eb  |   C7  | 
 |   Fm7 |   Bb7 |   F7   Bb7 |   Eb  || 
 
I’m Falling In Love With Someone 
 
Chorus: 
 |   G7  |   C7  |   F  |   Ab° | 
 |   Gm  |   C7  |   F  |   F  | 
 |   A7  |   Dm |   C  |   C  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   G7  |   C7  |   F  |   Ab° | 
 |   Gm  |   C7  |   D7  |   D7  | 
 |   Gm  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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I’ve Lost All My Love For You 
 
Chorus: 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Gb° |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   F7  |   Bb7 | 
 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   G7  |   G7  | 
 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   Bb7 | 
 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
 
Jackass Blues 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Ab7 |   Eb  | 
 |   Bb7 |   Bb7 |   Eb   Ab |  Eb Ab  Eb || 
  
Ja-Da 
 
Chorus: 
 |   F  |   D7  |   G7   C7 |   F  | 
 |   F  |   D7  |   G7  |   C7  | 
 |   F   Ab° |   C7  |   F   Ab° |   C7  | 
 |   F  |   D7  |   G7   C7 |   F  || 
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Japanese Sandman 
 
Chorus: 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7    | 
  
 |   F  |   F  |   A  |   A  | 
 |   E7  |   E7  |   A  |   C7  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bbm |   Bbm |   F  |   C7  | 
  
 |   F  |   F  |   Ab° |   Ab° | 
 |   Gm7 |   C7  |   F  |   F  || 
 
 
Jazz Me Blues 
 
Verse: 
 |   Eb  |   Eb  |   Eb  |   F7   Bb7 | 
 |   Eb  |   Eb  |   A° ---- |   -- Bb Eb -- |  
 |   Eb  |   Eb  |   Eb  |   F7   Bb7 | 
 |   Eb  |   Eb  |   A° ---- |   -- Bb Eb -- |  
 
Breakstrain: 
 |   Bb  |   Db° |   Bb  |   Bb7 | 
  
Chorus: 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb ------- |   ---------- | 
 |   C7  |   C7  |   F7  |   F7  | 
       *(   Eb ----- Eb |   G7 ----- G7 |   Cm ---- Cm )  C7   | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
*(only play breaks on solos) 
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Jealous 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   D7  |   D7  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Jelly Roll Blues 
(Intro, ABA, Interlude, Trio…) 
 
Intro: 
 |   Gb  |   Gb  |   Gb7 |   F7 – F7 - | 
 
A strain: 
 |   Bb ------ |   --------- |   Bb ------ |   --------- | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
B strain: 
 |   Bb ------ |   D7 ------ |   Gm - D7 -  |   Bb7  | 
 |   Eb7 |   Eb7 |   Bb ------ |   --------- | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
Interlude: 
 |   Bb7 |   Eb  |   Bb7 |   Bb7 | 
 
Trio: 
 |   Eb  |   G7  |   Eb7 |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   Eb  | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Joe Avery’s Tune 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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June Night 
 
Chorus: 
 |   C  |   C   G+ |   C  |   C  | 
 |   A7  |   A7  |   D7  |   D7  | 
 |   G7  |   G7  |   C  |   C  | 
 |   D7  |   D7  |   G7  |   G7  | 
  
 |   C  |   C   G+ |   C  |   C  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   F  |   Fm  |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
Just A Closer Walk With Thee 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
 
Just A Little While To Stay Here 
 
Chorus: 
 |   F  |   F   Bb |   F  |   F  | 
 |   F  |   F   C7 |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F   Bb |   F  |   F  | 
 |   F  |   F   C7 |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Just Because 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Just For A Thrill 
 
Chorus: 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Abm |   Abm |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Just Gone 
 
Verse: 
 |   F  |   Dm |   Gm  |   C7  | 
 |   F  |   Dm |   Gm  |   C7  | 
 |   F  |   F  |   F  |   Bb  | 
 |   G7  |   G7  |   G7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Breakstrain: 
 |   F  |   Am  |   Dm |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 |   F  |   Am  |   Dm |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
Kansas City Man Blues 
 
Chorus: 
 |   Eb  |   Ab  |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb ------- |   ----------  | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  || 
 
 
Kid Thomas Boogie Woogie 
 
Chorus:  
 |   C  |   C  |   C  |   C7  | 
 |   F  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  || 
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King Chanticleer  
(C minor vamp, ABC, vamp ABC…) 
 
A strain: 
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   D7  |   G7  |   Cm  |   Cm  | 
  
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   D7  |   G7  |   Cm  |   Cm  | 
  
 |   G  |   G  |   D7  |   D7  | 
 |   G  |   G  |   D7  |   D7  | 
 |   G  |   G  |   D7  |   D7  | 
 |   D7  |   D7 (-5) |   G7  |   G7  | 
  
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   D7  |   G7  |   Cm  |   Cm  | 
 
B strain:  
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   Cm  |   Cm  |   Cm  |   Cm  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   D7  |   D7 (-5) |   G7  |   Bb7 | 
 
C strain:  
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb  |   Gm  |   Gm  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Abm | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Kiss Me Sweet 
 
Verse: 
 |   C  |   Ab7 |   C  |   A7  | 
 |   D7  |   G7  |   C  |   G7  | 
 |   C  |   Ab7 |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  | 
 
Chorus: 
 |   C  |   C  |   D7  |   D7  | 
 |   G7  |   G7  |   C ------- |   ---------- | 
 |   C  |   C  |   D7  |   D7  | 
 |   D7  |   B7  |   E7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
  
  
Lady Be Good 
 
Chorus: 
 |   F  |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   C7  | 
  
 |   F  |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bb  |   F  |   F  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Lady Love 
 
Verse: 
 |   Bb  |   Bb    |   Bb7 |   Eb  | 
 |   Bb  |   Bb  |   Bb   F7 |   Bb  | 
 |   Dm |   A7  |   A7  |   Dm | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7  |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7 ------ |   ---------- | 
 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm   F7 | 
 |   Bb  |   Bb  |   Bb   Eb |   Eb  | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  || 
 
(The) Last Time 
 
Verse: 
 |   F  |   C7  |   F  |   C7  | 
 |   A7  |   Dm |   G7  |   C7  | 
 |   F  |   C7  |   F  |   C7  | 
 |   A7  |   Dm |   G7  |   C7  | 
 
Chorus: 
 |   F  |   D7  |   G7   C7 |   F  | 
 |   F  |   C   A7 |   D7   G7 |   C7  | 
 |   F7  |   F7  |   E7  |   C7  | 
 |   F  |   D7  |   G7   C7 |   F   D7 | 
 |   G7   C7 |   F  || 
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Lazybones 
 
Chorus: 
 |   C     F |   C     F |   C     F |   C   C7 | 
 |   F  |   G7  |   D7   G7 |   C   G7 | 
 
 |   C     F |   C     F |   C     F |   C   C7 | 
 |   F  |   G7  |   D7   G7 |   C   C7 | 
 
 |   F  |   F  |   C   G7 |   C  | 
 |   F7   Eb7 |   D7   G7 |   D7  |   G7  | 
 
 |   C     F |   C     F |   C     F |   C   C7 | 
 |   F  |   G7  |   D7   G7 |   C    || 
 
Leave Me With A Smile 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Let Me Call You Sweetheart 
 
Verse: 
 |   Bb  |   Bb  |   A7  |   Bb  | 
 |   Bb  |   B°  |   F7  |   F7  | 
 |   Cm  |   Cm  |   F7  |   F7  | 
 |   F7  |   F+  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F  |   F  | 
 |   Gm  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F7  |   F7  |  
 
Chorus: 
 |   Bb  |   Eb  |   Bb  |   Bb7 | 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   B°  |   F7  |   F7  | 
  
 |   Bb  |   Eb  |   Bb  |   Bb7 | 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   Eb  |   E°  |   Bb  |   G7  | 

|   C7  |   F7  |   Bb  |   Bb  || 
 
Let Me Linger In Your Arms 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   A7  | 
 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   C7   F7 |   Bb  |   Bb  || 



 

 368

Let The Rest Of The World Go By 
 
Chorus: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |  Eb7  Bbm |   C7  |   C7 ------- | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
Limehouse Blues 
 
Chorus: 
 |   Db7 |   Db7 |   Db7 |   Db7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Ab  |   Ab  |   C7  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Db7 |   Db7 |   Db7 |   Db7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Ab  |   F7  |   Bbm |   Bbm | 
 |   Dbm |   Eb7 |   Ab  |   Ab  || 
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Linger Awhile 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 
 |   Cm  |   Cm  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Little Girl 
 
Chorus:  
 |   Eb  |   Eb  |   Ebm |   Ebm | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   Cm7 |   Cm7 |   F7  |   F7  | 
 |   Bb  |   Db° |   Cm7 |   F7   Bb7 | 
 
 |   Eb  |   Eb  |   Ebm |   Ebm | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   Cm  |   D7  |   Gm  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Little Grass Shack 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7     F7 | 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
  
Little Liza Jane 
 
Verse: 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   D7   G7 |   C  | 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   D7   G7 |   C  | 
 
Chorus: 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   D7   G7 |   C  | 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   D7   G7 |   C  || 
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Livery Stable Blues 
 
Verse: (2x) 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab   A° |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Lonely 
 
Chorus: 
 |   E7  |   E7  |   A7  |   A7  | 
 |   D7  |   D7  |   G  |   G  | 
 
 |   E7  |   E7  |   A7  |   A7  | 
 |   A7  |   A7  |   Am7 |   D7  | 
 
 |   G7  |   G7  |   G7  |   C  | 
 |   Cm  |   Cm  |   A7  |   D7  | 
 
 |   G  |   G  |   B7  |   Em  | 
 |   A7  |   D7  |   G  |   G  || 
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Lonesome And Sorry 
 
Chorus: 
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Bbm |  Bbm   F7 |   Bbm |   Bbm | 
 |   Eb7 |   Eb7 |   Eb+ |   Eb+ | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Bbm |  Bbm   F7 |   Bbm |   Bbm | 
 |   Ab  |   Ab  |   Eb7 |   F7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
Lonesome Blues 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb    |   Bb  || 
 
Lonesome Road 
 
Chorus: 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F   D7 |   G7   C7 |   F  |   F   A7 | 
 
 |   Dm |   Dm |   Am  |   Am  | 
 |   Dm |   Dm |   Am   D7 |   G7   C7 | 
 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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Look For The Silver Lining 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Eb  |   C7  | 
 |   Abm |   Bb7 |   Eb  |   Eb  || 
 
Look What You’ve Missed 
 
Chorus: 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   G7  |   G7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   G7  |   G7  |   C  |   C  | 
  
 |   C  |   C  |   C  |   C  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   F#° |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
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Lookin’ Good But Feelin’ Bad 
 
Chorus: 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
 |   Dm |   Am  |   Dm |   Am  | 
 |   Dm |   Dm |   Bb7 |   A7   C7 | 
 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Lou-Easy-An-I-A 
 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   Ab  |   G7  |   Ab  |   C7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Louisiana 
 
Verse: 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   Bbm |   Fm  |   G7  |   C7  | 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb7 | 
  
Chorus: 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  |  
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
Louisiana Bo Bo 
 
Chorus: 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
  
 |   Db7 |   Db7 |   F  |   F  | 
 |   Db7 |   Db7 |   F -------- |   C7 ------- | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Louisiana Fairytale  
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb   D7 |   Gm   E° |   Bb   F7 |   Bb   F7 | 
  
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb   D7 |   Gm   E° |   Bb   F7 |   Bb7 | 
  
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   C7  |   C7  |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb   D7 |   Gm   E° |   Bb   F7 |   Bb  || 
 
Louisville Blues 
 
Intro: |   Bb7 |  Bb7 ------ |   Eb7 |  Eb7  ----- | 
 |   Bb7 |  Bb7 ------ |   F7  |   F7  | 
 
A strain:                            --breaks only before solos-- 
 |   Bb7 |   Bb7 (   Bb7 |   Bb7 ) 
 |   Eb7 |   Eb7 (   Bb  |   Bb  ) 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
B strain: 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F  |   C7  |   F  |   F7  | 
 
Breakstrain: 
 |   Bb ------ Bb |   Bb7---- Bb7 |   C7 ------ C7 |   C7 ------ C7 | 
 |   D7 ------ D7 |   Gm ---- Gm |   C7 ------ C7 |   F7 ------ F7 | 
 |   Bb ------ Bb |   Bb7---- Bb7 |   C7 ------ C7 |   C7 ------ C7 | 
 |   D7  |   Gm  |   C7   F7 |   Bb  || 
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Louisville Lou 
 
Verse: 
 |   C7  |   C7  |   F7  |   F7  | 
 |   C   A7 |   D7  |   G7  |   C  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   C   A7 |   D7  |   G7  |   C   C7 | 
 
Chorus: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   G7  |   C7  | 
 |   F  |   F   Ab° |   C7  |   A7   D7 | 
 |   G7  |   G7  |   C7 ------- |   ---------- | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   Bbm |   F   D7 |   G7   C7 | 
 |   F  |   D7  |   G7   C7 |   F  || 
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Love Is A Dangerous Thing 
  
Verse: 
 |   Gm  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   A7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
 
 |   F  |   F  |   A7  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   Gm   D7 |   G7  |   C7  | 
 
 |   F  |   F  |   A7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Love Is Just Around The Corner 
 
Chorus: 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb  | 
 |   F7   Bb7 |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb  | 
 |   F7   Bb7 |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
 |   G7  |   Cm  |   G7  |   Cm  | 
 |   Bb  |   B°  |   F7  |   Bb7   C7 | 
 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb  | 
 |   F7   Bb7 |   Eb   C7 |   F7   Bb7 |   Eb  || 
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Love Letters in The Sand 
 
Chorus: 
 |   F  |   F  |   Gm  |   G7  | 
 |   C7  |   G7   C7 |   F  |   C7  | 
 
 |   F  |   F  |   Gm  |   G7  | 
 |   C7  |   G7   C7 |   F  |   F  | 
 
 |   A7  |   A7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   Gm  |   G7  | 
 |   C7  |   G7   C7 |   F  |   F  || 
 
Love Me With A Feeling 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   Ebm |   F7  | 
 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   D7  |   D7  |   Ab7 |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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The Love Nest 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |  G7   Bbm |   C7  | 
 |   Fm  |   Fm  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |   G7  Bbm |   C7  | 
 |   Fm  |   Bb7 |   Eb  |   Eb  || 
 
Love Songs Of The Nile 
 
Verse: 
 |   Bbm |   Ebm |   Bbm |   Bbm | 
 |   Bbm |   Ebm |   Bbm |   Bbm | 
 |   Ebm |   Ebm |   Bbm |   Bbm | 
 |   B7  |   F7  |   Bbm |   Bbm | 
  
 |   Bbm |   Ebm |   Bbm |   Bbm | 
 |   Bbm |   Ebm |   Bbm |   Bbm | 
 |   Ebm |   Ebm |   Bbm |   Bbm | 
 |   B7  |   F7  |   Bbm |   Bbm ----- | 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Gb7 |   Gb7 |   Bb  |   Bb  | 
 |   Gb7 |   Gb7 |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Gb7 |   Gb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Love’s Old Sweet Song 
(Just A Song At Twilight) 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  |  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   Bb7 |   Eb  |   Cm  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Lovin’ Sam 
  
Chorus: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C7 ------ |   --------- | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   A7  |   A7  | 
 |   F  |   F7  |   Bb  |   Db7 | 
 |   F  |   D7  |   Gm   C7 |   F  || 
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Lulu’s Back In Town 
 
Chorus: 
 |   Eb   F7 |   Bb7   Eb |   Eb   F7 |   Bb7   Eb | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb   Bb7 | 
 
 |   Eb   F7 |   Bb7   Eb |   Eb   F7 |   Bb7   Eb | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb   Eb7 | 
 
 |   Ab   A° |   Eb   Eb7 |   Ab   A° |   Eb   Eb7 | 
 |   Ab   A° |   Eb   C7 |   F7  |   Bb7 | 
 
 |   Eb   F7 |   Bb7   Eb |   Eb   F7 |   Bb7   Eb | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb    || 
 
 
Ma He’s Makin’ Eyes At Me 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Mabel’s Dream 
 
Intro: 
 |   Eb   Bb7 |   Eb   Eb7 |   Ab   A° |   Bb7 - Bb7 - | 
 
A Strain: 
 |   Eb   Bb7 |   Eb   Eb7 |   Ab  |   Eb   Bb7 | 
 |   Eb   Bb7 |   Eb   Eb7 |   Ab  |   Eb-Bb- Eb | 
 |   Eb   Bb7 |   Eb   Eb7 |   Ab  |   Eb   Bb7 | 
 |   Eb   Bb7 |   Eb   Eb7 |   Ab  |   Eb-Bb- Eb | 
 
B strain: 
 |   Eb   Bb7 |   Eb ------ |   Eb   G7 |   Cm ------ | 
 |   Ab   C° |   Eb   C7 |   F7  |   Bb7 | 
 |   Eb   Bb7 |   Eb ------ |   Eb   G7 |   Cm ------ | 
 |   Ab   C° |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
Breakstrain: 
 |   Ab  |   G7 ----- |   Gb7 |   F7 ------- | 
 |   Eb   |   Fm  |   G7  |   C7   Eb7 | 
 
Trio: 
 |   Ab   Eb7 |   Ab   Ab7 |   Db  |   Ab   Eb7 | 
 |   Ab   Eb7 |   Ab   F7 |   Bb7 |   Eb7 | 
 |   Ab   Eb7 |   Ab   Ab7 |   Db  |   C7  | 
 |   Db   D° |   Ab   F7 |  Bb7   Eb7 |   Ab  || 
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Magnolia’s Wedding Day 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab7 |   Ab7 | 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb  |   Eb7 |   Ab7 |   Ab7 | 
 |   Eb  |   Bb7 |   Eb  |   Eb   G7 | 
  
 |   Cm  |   Cm  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   G°  |   Bb7 | 
  
 |   Eb  |   Eb7 |   Ab7 |   Ab7 | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
 
Mahogany Hall Stomp 
 
Intro: 
 |   Eb -- Ab --  |   Eb -- Ab --   |   Bb7 ----  |   Eb ---- | 
 
Verse: (2x) 
 |   Eb  |   Eb7 |   Ab  |   Eb  | 
 |   Eb  |   Eb  |   F7  |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   Eb  | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Mama Don’t Allow 
 
Chorus: 
 |   Bb  |   Bb  |* Bb ------- |   ---------- | 
 |   Bb  |   Bb  |   F7 ------- |   ---------- | 
 |   Bb    |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb ------- |   ---------- || 
 
* breaks only on VOCALS 
 
Mama’s Gone, Goodbye 
 
Verse: 
 |   Fm   C7 |   Fm  |   Fm   C7 |   Fm  | 
 |   G7  |   C7  |   G7  |   C7  | 
 |   Fm   C7 |   Fm  |   Fm   C7 |   Fm  | 
 |   Eb   Bb7 |   Eb  |   Bb7 |   Eb7 | 
 
Chorus: 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   B°  | 
 |   Ab  |   E7   Eb7 |   Ab  |   Ab  || 
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Man I Love 
 
Chorus: 
 |   Eb  |   Ebm |   Bbm |   C7  | 
 |   Abm |   Bb7 |   Eb   Cm | Fm7   Bb7 | 
  
 |   Eb  |   Ebm |   Bbm |   C7  | 
 |   Abm |   Bb7 |   Eb  |   Eb   G7 | 
  
 |   Cm  |   D7   G7 |   Cm  |   G7  | 
 |   Cm  |   D7   G7 |   Cm   E° | Fm7   Bb7 | 
  
 |   Eb  |   Ebm |   Bbm |   C7  | 
 |   Abm |   Bb7 |   Eb   Abm |   Eb  || 
 
Mandy 
 
Verse: 
 |   C   F |   C   A7 |   D7   G7 |   C  | 
 |   C   F |   C   A7 |   D7  |   G7  | 
 |   G7  |   C  |   G7  |   C  | 
 |   C   F |   C   A7 |   D7  |   G7   C7 | 
 
Chorus: 
 |   F7  |   F7  |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C7  | 
 |   F7  |   F7  |   C  |   A7  | 
 |   D7  |   G7  |   C   A° |   C   A° | 
 |   D7   G7 |   C  || 
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Mandy, Make Up Your Mind 
 
Verse: 
 |   F7  |   Bb7 |   Eb  |   Gb° | 
 |   Fm7 |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 
Chorus: 
 |   Eb   Ab7 |   Eb   Ab7 |   Eb  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   D7  |   Fm7 |   Bb7 | 
  
 |   Eb   Ab7 |   Eb   Ab7 |   Eb  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |  Bb7   Eb7 |   Ab7   G7 |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 388

Maple Leaf Rag 
(AABBACCDD) 
 
A strain: 
 |   Ab  |   Eb7 |   Ab  |   Eb7 | 
 |   E7   Eb7 |   E7   Eb7 |   Abm ---- |   ---------- | 
 |   F°  |   Ab  |   E7   Ab |   Ab Eb  Ab | 
 |   F°  |   Ab  |   E7   Ab |   Ab Eb  Ab | 
 
B strain: 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   Bbm | Bb7   Eb7 |   Ab  | 
 
A strain: repeat once 
 
C strain: 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Bb7 |   Bb7 |   Ebm |   Ebm | 
 |   G°  |   Db   Bb7 |   Eb7  Ab7 |   Db  | 
 
D strain: 
 |   Db7 |   Db7 |   Ab  |   Ab  |  
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db7 |   Db7 |   Ab  |   Ab7 | 
 |   Db  Dbm |   Ab  |  Bb7   Eb7 |   Ab  || 
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Le Marchand De Poissons 
 
Intro: 
 |   F  |   F  |   F  |   F  | 
 
Chorus: 
 |   F  |   C7  |   C7  |   F  | 
 |   D7  |   Gm  |   G7  |   C7  | 
 |   F  |   C7  |   C7  |   F  | 
 |   D7  |   Gm  |   G7   C7 |   F  || 
 
Breakstrain: 
 |   C  |   G7  |   G7  |   C  | 
 |   C  |   G7  |   G7  |   C  | 
 |   C  |   G7  |   G7  |   C  | 
 |   C  |   G7  |   G7  |   C  | 
 
 
Margie 
 
Verse: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   D7  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   F  |   F  |   F  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
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Marguerite 
 
Chorus: 
 |   Eb  |   Eb  |   D7  |   D7  | 
 |   Eb  |   Eb  |   G7  |   C7  | 
 |   Fm  |   Bb7 |   G7  |   Cm  | 
 |   D7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   D7  |   D7  | 
 |   Eb  |   Eb  |   G7  |   C7  | 
 |   Fm  |   D7  |   Eb  |   C7  | 
 |   Fm  |  Abm  Bb7 |   Eb  |   Eb  || 
 
Marie 
 
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   C7  |   F  |   F7  | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   Bb7 |   F  |   F  || 
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The Martinique 
 
Vamp: 
 |   Bbm |   Bbm | 
 
Verse: 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   C7 ------ |   F7 ------ |   Bb ----- |   ---------- | 
 
Chorus: 
 |   F7  |   F7  |    Bb |   Bb  | 
 |   F7  |   F7  |    Bb |   Bb  | 
 
 |   F7  |   F7  |    Bb |   Bb  | 
 |   F7  |   F7  |    Bb |   Bb7 | 
 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   F7  |   F7  |    Bb |   Bb  | 
 |   F7  |   F7  |    Bb |   Bb  || 
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Mary Lou 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C+  |   F   A7 |   D7  | 
 |   Bb  |   Bbm |   F  |   Dm | 
 |   Bb   G7 |   C7  |   F  |   F  || 
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Maryland, My Maryland 
(Intro AABB Breakstrain C...) 
 
Intro:   4 bar cornet intro 
 
A strain: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   Am  |   E7  |   Am  |   C7  | 
 
B strain: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   F  |   F  |   F  | 
 |   F  |   C7  |   F  |   F  | 
 
Breakstrain:   16 bar cornet & drum solo 
 
C strain: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Maybe 
 
Chorus: 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
 |   F  |   Ab° |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F    |   F+  | 
 |   Bb  |   D7  |   Gm  |   G7  | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
 
 
Maybe Someday 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   F7  | 
 |   F7  |   F7  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   Bb7 |   Eb  | 
 |   Eb  |   Bb   G7 |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Ebm |   Ebm |   Bb  |   F7  | 
 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Me And My Shadow 
 
Chorus: 
 |   Eb  |   Eb  |   Abm |   Ab  | 
 |   Fm  |   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb  |   D7  |   D7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   C7  |   C7  |   F7  |   Bb  | 
 
 |   Eb  |   Eb  |   Abm |   Ab  | 
 |   Fm  |   F7   Bb7 |   Eb  |   Eb  || 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 396

Meanest Blues 

 
Intro: 
 |   F  |   G7   C7 |   F  |   F ------- | 
 
Verse: 
 |   Db  |   Db  |   F  |   F  | 
 |   Db  |   Db  |   F  |   F  | 
 |   Eb°    |   Eb° |   C  |   C  | 
 |   Db  |   Db  |   F  |   F  | 
 
Chorus: 
 |   F7  |   F7  |   G7  |   G7  | 
 |   C7 ------ |   -------- C7 |   F -------- |   ---------- | 
 |   F7  |   F7  |   G7  |   G7  | 
 |   C7  |   C7 Db7 C7 |   F* ------- |   ---------- | 
              *(optional break) 
Interlude: 
 |   Bbm |   Bbm |   F  |   F  | 
 |   Bbm |   Bbm |   F  |   F  | 
 |   C7  |   Db7   C7 |   F -------- |   ---------- |  
 
Tag: 
 |   Db  |   Bbm |   Fm  |   Fm  || 
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Meat On The Table 
(Intro, ABCB...) 
 
Intro: 
 |   Gm  |   ---------- |   Cm  |   ---------- | 
 |   Gm   D7 |   Gm  | 
 
A: |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   F7  | 
 
B: |   Bb  |   Bb  |   A7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb ------- |   ---------- | 
  
 |   Bb  |   Bb  |   A7  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
         1st time |   Eb7 ----- | 
          front line break 
 
C: |   Ab  |   Ab  |  Bb7   Eb7 |   Ab  | 
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   Ab ------ |   Ab7 ----- |   Db ------ |   D°  | 
 |   Ab  |   Ab   F7 | Bb7   Eb7 (  Ab7   G7 ) 
 (  Gb7   F7 )    Charleston--- 
 Charleston --- to B strain 
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Mecca Flats Blues 
 
Chorus: 
 |   Bb  |   Eb7 |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   Eb7   F7 |   Bb  |   Bb  || 
 
Meet You There 
 
Chorus: 
 |   C  |   C  |   C  |   G7  | 
 |   C  |   C    |   D7   G7 |   C  | 
 |   C7  |   C7  |   F  |   F#° | 
 |   C  |   A7  |   D7   G7 |   C  || 
 
 
Melancholy 
 
Verse: 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Bb7 |   Bb7 |   Dm |   E7   A7 | 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Bb7 |   Bb7 |   Dm |   C7  | 
 
Chorus: 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
  
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   C7  | 
  
 |   F7  |   F7  |   Bb7 |   B°  | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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Memories 
 
Chorus: 
 |   F  |    F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |    F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   E7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Memories Of You 
 
Chorus: 
 |   Eb  |   Fm   D7 |   Gm   Cm |   F7  | 
 |   Eb  |   Gm   C7 |   F7   Bb7 |   Eb   Bb7 | 
 
 |   Eb  |   Fm   D7 |   Gm   Cm |   F7  | 
 |   Eb  |   Gm   C7 |   F7   Bb7 |   Eb   G7 | 
 
 |   Cm  |   Fm  |   Cm  |   F7  | 
 |   Eb  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Fm   D7 |   Gm   Cm |   F7  | 
 |   Eb  |   Gm   C7 |   F7   Bb7 |   Eb    || 
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Memphis Blues 
 
Intro: 
 |   C7  |   C7  |   F  |   F  | 
 
Verse: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   A7  |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 
Interlude: 
 |   C7  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Messin’ Around 
 
Verse: 
 |   C   F7 |   C   F7 |   C  |   C  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C   F7 |   C   F7 |   C  |   C  | 
 |   B7  |   B7  |   Em  |   G7  | 
  
Chorus: 
 |   C  |   C  |   F7  |   F7  | 
 |   C  |   Ab7 |   Db  |   Db  | 
 |   A7  |   A7  |   D7  |   D7  | 
 |   D7  |   D7  |   Fm  |   G7  | 
  
 |   C  |   C  |   F7  |   F7  | 
 |   C  |   C7  |   F  |   F  | 
 |   F  |   Fm  |   C   |   A7  | 
 |   D7  |   D7  |   Fm   G7 |   C  || 
 
Midnight In Moscow 
 
Chorus: 
 |   Cm  |   Fm  |   Cm  |   Cm  | 
 |   Eb  |   Ab  |   Eb  |   D7   G7 | 
 
 |   Cm  |   Cm  |   Fm  |   Fm  | 
 |   Cm  |   G7  |   Cm  |   D7   G7 | 
 
 |   Cm  |   Cm  |   Fm  |   Fm  | 
 |   Cm  |   G7  |   Cm  |   Cm  || 
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Minnie The Mermaid 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
  
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab7 |   Ab7 |   Ab7 |   Ab7 | 
 |   Db  |   Dbm |   Ab  |   Eb7 | 
 
 |   Ab  |   Ab  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Miss Hannah 
 
Chorus: 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb   Db° |   Cm7   F7 | 
 
 |    Bb |   Bb  |    G7 |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |    Bb |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb * |   Bb  || 
             
* break at end of first vocal, trombone solo starts 
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Mississippi Mud 
 
Chorus: 
 |   Eb  |   B7  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Eb   Bb7 |   Eb  |   B7  | 
 |   Eb  |   C7  |   Fm   C7 |   Fm  | 
 |   Fm   C7 |   Fm  |   Ab   A° |   Eb   C7 | 
 |   F7   Bb7 |   Eb  || 
 
Breakstrain: 
 |   Cm  |   Ab7   G7 |   Cm  |   Ab7   G7 | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 |   Cm  |   Ab7   G7 |   Cm  |   Ab7   G7 | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
Mobile Stomp 
 
Intro:  ----------offbeat ---------- |  ---- straight 4’s--------- 
 (   Bb  |   Bb  )  Bb7 |   Bb7 | 
 
Chorus: 
 |   Eb  |   Ab  |   Eb  |   Eb7 |  
 |   Ab  |   Ab  |   Eb  |   Bb7 | 
 |   Eb  |   Ab  |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Ab  |   Eb  |   Eb7 |  
 |   Ab  |   Ab  |   G7  |   G7  | 
 |   Ab  |   Ab  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Mood Indigo 
 
Chorus: 
 |   Bb   A7 F |   C7  |   F7   A7 |   Bb   F7 | 
 |   Bb   A7 F |   C7  |   Gb7 |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Ebm | 
 |   Bb   A7 F |   C7  |   F7   A7 |   Bb  || 
 
Verse: 
 |   Bb  |   C7  |   F7  |   Bb   F7 | 
 |   Bb  |   C7  |   Gb7 |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   E°  | 
 |   Bb  |   C7  |   Gb7 |   F7  | 
 
 
Moonlight And Roses  
(Bring Mem’ries of You) 
 
Chorus: 
 |   Ab  |   Db  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Bbm |   Bbm |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab    |   Eb7 | 
  
 |   Ab  |   Db  |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Moonlight Bay 
 
Chorus: 
 |   F   F7 |  Bb   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F   F#° |   C7 ----- | 
 |   F   F7 |  Bb   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F    |   F  || 
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Moonlight On The Bayou 
 
Chorus:  
 |   Bb  |   Bb° |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Cm7 |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   Cm  |   F7  | 
 
 |   Bb  |   Bb° |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Eb  |   Ebm |   Bb   Fm |   G7  | 
 |   Cm  |   F7  |   Bb  |   Bb  || 
 
Moose March 
 
Chorus:  
 |   Ab  |   Db  |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Db  |   Ab  |   Ab7 | 
 |   Db  |   Db  |   C7  |   C7  | 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Breakstrain: 
 |   C7  |   C7  |   C7  |   Fm  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb7 |   Eb7 | 
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Muskrat Ramble 
 
Chorus: 
 |   Ab  |   Eb7 |   Eb7 |   Ab  | 
 |   Ab  |   Cm  |   G7  |   Cm   Eb7 | 
 |   Ab  |   Eb7 |   Eb7 |   Ab  | 
 |   F7  |   Bbm |  Bb7   Eb7 |   Ab  || 
 
Verse: 
 (   Bb7 |   Eb7 )   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 (   Bb7 |   Eb7 )   Ab  |   Ab  | 
 |   F7  |   Bbm | Bb7   Eb7 |   Ab  | 
    to Chorus with trombone breakstrain 
 
( --- offbeat --- ) 
 
 
My Baby’s Arms 
 
Verse: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   F  | 
 |   D7  |   G7  |   C7  |   F  | 
 |   F  |   G7  |   G7  |   Gm   C7 | 
 
Chorus: 
 |   F  |  Bb   Bbm |   F  |   F  | 
 |   G7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   G7  |   G7  |   Gm  |   C7  | 
 
 |   F  |  Bb   Bbm |   F  |   F  | 
 |   G7  |   C7  |   D7  |   D7  | 
 |   Gm  |   Gm  |   F  |   F  | 
 |   G7  |   C7  |   F  |   F  || 
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My Blue Heaven 
 
Chorus: 
 |   Eb    |   Eb  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb   Gb° |  Fm   Bb7 | 
  
 |   Eb    |   Eb  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb    |   Eb7 | 
  
 |   Ab  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb    |   Eb  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb    |   Eb  || 
 
My Bucket’s Got A Hole In It 
 
Chorus: 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
 
My Buddy 
 
Chorus: 
 |   F  |   F#° |   Gm7 |   C7  | 
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   F  |   F  |   D7  |   D7  | 
 |   Gm7 |   Gm7 |   C7  |   C7  | 
 
 |   F  |   F#° |   Gm7 |   C7  | 
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   F  |   F  |   D7  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
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My Cabin Of Dreams 
 
Chorus: 
       |   Eb   D7 |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb   E° |   Bb7  Bb+ | 
 
 |   Eb   D7 |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb7 | 
 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   Fm  |   C7  |   F7  |   Bb7  Bb+ | 
 
 |   Eb   D7 |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
My Cutie’s Due At Two To Two Today 
 
Chorus: 
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 ----- |   --------- | 
  
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
My Daddy Rocks Me 
(With One Steady Roll) 
 
Chorus: 
 |   Cm  |   Ab7   G7 |   Cm  |   Cm  | 
 |   Cm  |   Ab7   D7 |   G7  |   G7  | 
 |   Cm  |   G7  |   Cm  |   G7  | 
 |   Cm  |   Ab7   G7 |   Cm  |   Cm  || 
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My Darling 
 
Chorus: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bbm |   Bbm | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bbm |   Dbm | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
 
My Gal 
 
Chorus: 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  ------ |   ------  C7 | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Db   D° |   Ab   F7 |   Bb7 |   Eb7   Ab || 
 
My Gal Sal 
 
Chorus: 
 |   Ab  |   Db  |   Ab  |   Ab  | 
 |   Ab  |   Db  |   Ab  |   Ab  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Db  |   Ab  |   Ab  | 
 |   C7  |   C7  |   Fm  |   Ab7 | 
 |   Db  |   Ab  |   F7  |   Bbm | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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My Heart 
 
Verse: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Eb   C7 |   F7  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Eb   C7 |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   D7  |   Eb  |   D7  | 
 |   Eb  |   Eb7 |   Ab   C7 |   Fm  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   D7  |   Eb  |   D7  | 
 |   Eb  |   Eb7 |   Ab   C7 |   Fm  | 
 |   Ab  |   D7  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
My Heart At Thy Sweet Voice 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Abm |   Abm |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   F7  |   F7  |   Abm |   Bb7 | 
  
 |   Bb7 |   Bb7 |   G7  |   G7  | 
 |   Cm  |   Cm  |   Fm7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Cm  |   Cm  | 
 |   Fm7 |   Bb7 |   Eb  |   Eb  || 
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My Home Is In A Southern Town 
 
Chorus:  
 |   Eb   E° |   Bb7 |   Eb   E° |   Bb7 | 
 |   G7  |   Cm  |   Gm   D7 |   Gm  Bb7 | 
 |   Eb   E° |   Bb7 |   Eb7 |   Ab  | 
 |   Ab   A° |   Eb   C7 |  Fm   Bb7 |   Eb   C7 | 
 |  Fm   Bb7 |   Eb  || 
 
My Honey’s Lovin’ Arms 
 
Verse: 
 |   F  |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   C7  | 
 |   F  |   Bb7 |   F  |   F  | 
 |   Dm |   Am  |   G7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   F7  | 
 |   Bb  |   G7    |   Gm  |   C7  | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F7  |   Bb   B° | 
 |   F  |   G7   C7 |   F  |   F  || 
 
 
 
 
 
 
 
 



 

 412

My Melancholy Baby 
 
Chorus: 
 |   Eb  |   Eb  |   C+  |   C7  | 
 |   Fm  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   F7  |   Bb7 | 
 |   Eb  |   Gb° |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   C+  |   C7  | 
 |   Fm  |   C7  |   Fm  |   Fm  | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   Fm  |   Bb7 |   Eb  |   Eb  || 
 
My Memphis Baby 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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My Mother’s Eyes 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   F7   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  | 
 
 |   Cm  |   D7  |   G7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   F7   Bb7 |   Eb  |   Eb  || 
 
My Old Kentucky Home 
 
Chorus: 
 |   F  |   F7  |   Bb  |   F  | 
 |   F  |   G7  |   C7  |   C7  | 
 
 |   F  |   F7  |   Bb  |   F  | 
 |   F  |   G7   C7 |   F  |   F  | 
 
 |   F  |   Bb  |   F  |   F7  | 
 |   Bb  |   Bb    |   F  |   F  | 
 
 |   F  |   F7  |   Bb  |   F  | 
 |   F  |   G7   C7 |   F  |   F  || 
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My Pretty Girl 
 
Chorus:  
 |   A7  |   A7  |   A7  |   A7  | 
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7   E7 |   Am  |   Am  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   A7  |   A7  |   A7  |   A7  | 
 |   D7  |   D7  |   D7  |   D7  | 
 |   F  |   Fm  |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
 
My Wild Irish Rose 
 
Chorus: 
 |   Ab  |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Ab  |   Eb7 |   Ab  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Ab  |   Eb7 |   Ab  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Nagasaki 
 
Chorus: 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb   Bb7 |   Eb   Ebm |   C7   F7 |   Bb  | 
  
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb   Bb7 |   Eb   Ebm |   C7   F7 |   Bb  | 
  
 |   Eb  |   Ebm |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   C7  |   F7  | 
  
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb   Bb7 |   Eb   Ebm |   C7   F7 |   Bb  || 
 
New Orleans 
 
Chorus: 
 |   Gm   A7 |   D7   G7 |   C7   F7 |   Bb   D7 | 
 |   Gm   A7 |   D7   G7 |   C7   F7 |   Bb    | 
 |   D7   Eb7 |   D7  |   Gm   A7 |   D7  | 
 |   Gm   A7 |   D7   G7 |   C7   F7 |   Bb  || 
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New Orleans Shuffle 
 
Verse:   
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   Cm  |   Cm  |   Gm  |   Gm  | 
 |   A7  |   A7  |   D7  |   D7  | 
  
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   Cm  |   Cm  |   Gm  |   Gm  | 
 |   A7  |   A7  |   D7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   Ebm |   F7  |   Bb  |   Bb  || 
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New Orleans Stomp 
(AABB, Breakstrain, A:solos - shout) 
 
A: |   F  |   F  |   Dm |   Dm | 
 |   C7  |   C7  |   F   Ab° |   Gm   C7 | 
 |   F  |   F  |   Dm |   Dm | 
 |   C7  |   C7  |   F  |   F  || 
 
B: |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F   Ab° |   C7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
        
Breakstrain (2x): 
 |   Ab° |   Ab° |   F  |   F  | 
 |   C7  |   C7  |   F   Ab° |   C7  | 
 |   Ab° |   Ab° |   F  |   F  | 
 |   C7  |   C7  |   F    |   F  | 
       (to A strain) 
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1919 March 
(Intro AABBC...) 
 
Intro: 4 bar cornet solo 
 
A: |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   F7  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb  |   Bb  |   F7  |   Bb7 | 
 
B: (   Bb7 |   Bb7 |   Eb  |   Eb  ) 
 |   Bb7 |   Bb7 |   F7  |   Bb7 | 
 (   Bb  |   Bb  |   Eb  |   Eb  ) 
 |   Ab   A° |   Eb   C7 |   F7  Bb7 |   Eb  | 
 
C (Trio):  
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
( -- ) low brass lead with front line offbeats 
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No Regrets 
 
Chorus: 
 |   Eb  |   Eb  |   G7  |   G7  | 
 |   Cm  |   Cm  |   C7  |   C7  | 
 |   Fm  |   Bb7 |   G7  |   Cm  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   G7  |   G7  | 
 |   Cm  |   Cm  |   C7  |   C7  | 
 |   Fm  |   Bb7 |   Eb  |   C7  | 
 |   Fm7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Nobody But My Baby Is Getting My Love 
 
Verse: 
 |   Gm   D7 |   Gm  |   Gm   D7 |   Gm  | 
 |   Gm   D7  |   Gm  |   A7  |   D7  | 
 |   Gm   D7 |   Gm  |   Gm   D7 |   Gm  | 
 |   C7  |   F  |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F  |   F  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7 ------- |   ------- G7 |   C7 ------- |   -------- F7 | 
 |   Bb  |   Bb   G7 |   C7   F7 |   Bb  || 
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Nobody Knows You When You’re Down And Out 
 
Verse: 
 |   F   A7 |   D7  |   Gm   D7 |   Gm  | 
 |   Bb   B° |   F   D7 |   G7  |   G7   C7 | 
 |   F   A7 |   D7  |   Gm   D7 |   Gm  | 
 |   Bb   B° |   F   D7 |   G7  |   G7   C7 | 
 
Chorus: 
 |   F   A7 |   D7  |   Gm   D7 |   Gm  | 
 |   Bb   B° |   F   D7 |   G7  |   G7   C7 | 
 |   F   A7 |   D7  |   Gm   D7 |   Gm  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F   D7 | 
 |   G7   C7 |   F  || 
 
Nobody Worries ‘Bout Me 
 
Chorus: 
 |   F  |   F  |   F7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   G7  |   G7   |   C7  |  Gm7   C7 | 
 
 |   F  |   F  |   F7    |   D7  | 
 |   G7  |   G7  |   G7  |   G7   C7 | 
 |   F  |   F7  |   D7  |   D7  | 
 |   Gm  |   Bbm |   C7  |   F  || 
 
Nobody’s Fault But Mine 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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Nobody’s Sweetheart 
 
Verse: 
 |   F  |   F  |   D7  |   D7  | 
 |   Gm  |   C7  |   F  |   F  | 
 |   Dm |   Dm |   C  |   Am  | 
 |   Dm |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C  |   Am  | 
 |   Dm |   G7  |   C  |   C7  | 
 
Chorus: 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
  
 |   Bb  |   Bb  |   Bbm |   Bbm | 
 |   F  |   D7  |   G7  |   C7  | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
 
Nobody’s Got The Blues Like Me 
 
Chorus: 
 |   Fm  |   C7  |   Fm  |   Ab7 | 
 |   Db  |   E7  |   Ab  |   Ab  | 
 |   Eb7 |  Bb7   Eb7 |   Ab  |   Ab  || 
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Nyboders Pris 
 
Chorus:  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F  |   F  | 
 |    C7 |   C7  |   F  |   F7  | 
 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
 
Of All The Wrongs You’ve Done To Me 
 
Verse: 
 |   Eb  Gb° |   Bb7   Eb |   Ab  |   Eb    | 
 |   Eb  Gb° |   Bb7   Eb |   D7  |  Gm   Bb7 | 
 |   Eb  Gb° |   Bb7   Eb |   Ab  |   Eb   E° | 
 |   Bb   F7 |   Bb   Gm |   F7  |   Bb7 | 
 
Chorus: 
 |   C7  |   F7  |   Bb7 |   Eb  | 
 |   C7  |   F7  |   F7  |   Bb7 | 
 |   Eb7 |   Ab  |   F7  |   Bb7 | 
 |   C7  |   F7  |   Bb7 |   Eb  || 
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Oh Baby! (Rain or Shine) 
 
Chorus: 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   Bb  |   Bb  |   Bb  |   Bbm | 
 |   F  |   D7  |   G7  |   C7  | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  || 
 
Oh How I Miss You Tonight 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   F°  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Eb7 | 
 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bbm |   Bbm | 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Oh, Baby 
(Don’t Say No, Say Maybe) 
 
Chorus: 
 |   Bb  |   A7  |   F7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   A7  |   F7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   A7  |   D7  |   G7  | 
 |   Eb  |   Eb  |   Eb  |   C7   F7 | 
 
 |   Bb  |   A7  |   F7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
 
Oh, By Jingo! 
 
Verse: 
 |   Dm |   Gm  |   Dm |   Gm  | 
 |   Dm |   A7  |   Dm |   Dm | 
 |   Dm |   Gm  |   Dm |   Gm  | 
 |   Dm |   A7  |   Dm |   Dm | 
 |   C7  |   F  |   C7  |   F  | 
 |   A7  |   Dm |   G7  |   C7  |  
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   F  |   F  | 
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   F   F#° |   C7  |   F  |   F  || 
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Oh, Didn’t He Ramble 
 
Verse: 
 |   Fm  |   Fm  |   Fm  |   C7  | 
 |   Fm  |   C7  |  Fm   Bbm |   Fm  | 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
 
Oh, My Babe Blues 
 
Chorus:  
 |   Eb   Cm |  Fm   Bb7 |   Eb  |   Bb7 | 
 |   Eb   Cm |  Fm   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |  Eb7  |   Ab  |   A°  | 
 |   Eb   Cm |  Fm   Bb7 |   Eb  |   Eb  || 
 
Oh, You Beautiful Doll 
 
Chorus: 
 |   Ab  |   Ab    F7 |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |  Bb7   Eb7 | 
 |   Ab  |   Ab   F7 |   Bb7 |   Bb7 | 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Ab   C7 |   C7(-5) F7 |  Bb7   Eb7 |   Ab  || 
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Okay, Baby 
 
Chorus: 
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   C°  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Db° |   Cm7 |   F7  | 
  
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   C°  |   C7  |   C7  | 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Ol’ Man River 
 
Chorus: 
 |   Eb  |   Cm  |   Eb  |   Ab  | 
 |   Eb  |   Ab  |   Eb  |   Cm  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Ab7 |   Eb  |   Bb7 | 
  
 |   Eb  |   Cm  |   Eb  |   Ab  | 
 |   Eb  |   Ab  |   Eb  |   Cm  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Ab7 |   Eb  |   D7  | 
  
 |   Gm  |   D7  |   Gm  |   D7  | 
 |   Gm  |   D7  |   Gm  |   D7  | 
 |   Gm  |   D7  |   Gm  |   D7  | 
 |   Gm  |   D7  |   Gm  |   Bb7 | 
  
 |   Eb  |   Cm  |   Eb  |   Ab  | 
 |   Eb  |   Bb7 |   Eb  |   F7  | 
 |   Eb  |   Cm  |   Fm7 |   Bb7 | 
 |   Eb  |   Ab7 |   Eb  |   Eb  || 
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Old Fashioned Love 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   Eb7 | 
 |   Ab  |   Eb  |   G7  |   Cm  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   Eb7 | 
 |   Ab  |   Eb  |   G7  |   Cm  Abm | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
 
Old Fashioned Swing 
 
Chorus: 
 |   F  |   F7  |   Bb7 |   Bb7 | 
 |   G7  |   C7  |   F  |   C7  | 
 
 |   F  |   F7  |   Bb7 |   Bb7 | 
 |   G7  |   C7  |   F  |   F   E7 | 
 
 |   Am  |   E7  |   Am  |   Am  | 
 |   Am  |   E7  |   Am  |   E7  | 
 |   Am  |   E7  |   Am  |   Am  | 
 |   C  |   G7  |   C  |   C7  | 
 
 |   F  |   F7  |   Bb7 |   Bb7 | 
 |   G7  |   C7  |   F  |   F  || 
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Old Rugged Cross 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   F7  |   Bb   B° |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   F7  |   Bb    |   Bb  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
 
Old Stack O’ Lee Blues 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Eb  |   E°  | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
 
On A Slow Boat To China 
 
Chorus: 
 |   Bb  |   G7  |   Cm  |   C#° | 
 |   Bb  |   D7  |   Eb  |   G7  | 
 |   Cm  |   C#° |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   G7  |   Cm  |   C#° | 
 |   Bb  |   D7  |   Eb  |   G7  | 
 |   Cm  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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On The Alamo 
 
Chorus: 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Gm  |   Gm  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Cm  |   Cm  |   Eb° |   Eb° | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
On The Banks Of The Wabash 
 
Chorus: 
 |   Bb  |   D7  |   Eb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   D7  |   Eb  |   E°  | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  || 
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On The Road To Home Sweet Home 
 
Verse:  
 |   F  |  Bbm   C7 |   C7  |   F   C7 | 
 |   F  |   C  |   G7  |   C7  | 
 |   F  |  Bbm   C7 |   C7  |   F  | 
 |   C   G7 |   C   Am |   D7   G7 |   C7  | 
        
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   Bb  |   Bb  |   F  |   F7  | 
 |   Bb  |   Bbm |   F   Am |   Dm   Am | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   Bb  |   Bb  |   F  |   F7  | 
 |   Bb  |   Bbm |   F   Am |   Dm   Am | 
 |   G7  |  Bbm   C7 |   F  |   F  || 
 
On The Sunny Side Of The Street 
 
Chorus: 
 |   Ab  |   C7  |   Db  |   Ab   C7 | 
 |   Fm  |   Bb7 | Bbm   Eb7 |   Ab   Eb7 | 
 
 |   Ab  |   C7  |   Db  |   Ab   C7 | 
 |   Fm  |   Bb7 | Bbm   Eb7 |   Ab  | 
 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   C7  |   Db  |   Ab   C7 | 
 |   Fm  |   Bb7 | Bbm   Eb7 |   Ab  || 
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On Treasure Island 
 
Chorus:  
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Ebm |   Ebm |   Bb  |   Bb  | 
 |   Ebm |   Ebm |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Once In A While 
 
Intro:  cornet, banjo intro 
 |   C7  |   F7  |   Bb ------ |   ----------  | 
 
Verse: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb° |   Bb   F7 | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   Gm  |   Gm  |   Bb7 |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   Gm  |   Gm  |   Bb7 |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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One Sweet Letter From You 
 
Chorus:  
 |   C  |   C  |   C7  |   C7  | 
 |   F7  |   G7  |   C  |   G7  | 
 
 |   C  |   C  |   C7  |   C7  | 
 |   F7  |   G7  |   C  |   C7  | 
 
 |   F7  |   F7  |   C  |   C7  | 
 |   F7  |   F7  |   G7  |   G7  | 
 
 |   C  |   C  |   C7  |   C7  | 
 |   F7  |   G7  |   C  |   C  || 
 
Oriental Man 
 
Intro: Last 8 bars of Chorus 
 
Verse: 
 |   Dm |   Dm |   Dm |   A7  | 
 |   A7  |   Dm |   Bb7 |   A7  | 
 |   Dm   A7 |   Dm   A7 |   Dm   A7 |   F°   F | 
 |   G7  |   C7  | to Chorus 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   A7  |   A7  | 
 |   Ab° |   Ab° |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Oriental Strut 
 
Vamp: 
 |   Cm  |   Cm  | 
 
Verse: 
 |   Cm  |   Fm   G7 |   Cm  |   Fm   G7 | 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 
 |   Cm  |   Fm   G7 |   Cm  |   Fm   G7 | 
 |   Cm  |   F7  |   Bb7 |   Bb7   G7 | 
 
 |   C7  |   C7  |   F7  |   F#° | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   Ab  |   Ab  |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   B7  |   B7  | 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Fm  |   Fm  |   G7  |   Cm  | 
 |   G  |   D7  |   G  |   Bb7 | 
 
 |   Eb  |   Eb  |   B7  |   B7  | 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Fm  |   G7  |   Cm  |   C7  | 
 |   Fm  |   Bb7 |   Eb  |   Eb  || 
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Original Charleston Strut 
 
Verse: 
 |   F  |   G7   C7 |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F  |   G7   C7 | 
 
 |   F  |   G7   C7 |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   Cm  |   C#° | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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Original Dixieland One Step 
 
       trombone break 
A: |   Bb ----- |   Bb ----- |   F7 -----  |   --------- | 
 |   F7  |   Bb  |   F7  |   Bb  | 
 |   Bb ----- |   Bb ----- |   F7 -----  |   --------- | 
 |   F7  |   Bb  |   F7  |   Bb  | 
       
                 clarinet break 
B: |   Bb7 ---- |   ----------- |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 ---- |   ----------- |   Eb  |   Eb  | 
 |   Ab  A° |   Eb   C7 |   F7   Bb7 |   Eb7 | 
 
 
C: |   Ab  |   Ab  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Fm  |   Fm  | 
 |   Cm  |   G7  |   Cm  |   Eb7 | 
  
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Ory’s Creole Trombone 
(Intro A BB A Trio Breakstrain Trio...) 
 

Intro: 
 | -3 bar trombone solo- |   G7   C7 |   F --  F --  | 
 
A: |   F ----- |   --------- |   F   Bb |   F   Bb | 
 |   F ----- |   --------- |   G7  |   G7  | 
 |   F ----- |   --------- |   F   Bb |   F   Bb | 
 |   F ----- |   --------- |   G7   C7 |   F  | 
 
B: |   G7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   G7  |   C7  |   F  |   Ab° | 
 |   F ----- |   --------- |   G7   C7 |   F  | 
  
Trio: |   Bb  |   Bb   G7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
 |   Bb  |   Bb   G7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Breakstrain: 
 |   D7  |   D7  | (Gm) ---- |   ---------- | 
 |   C7  |   C7  | (F) ------- |   ---------- | 
 | (F7) ------ |   ---------- |   ---------- |   ---------- | 
                    to Trio: 
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Out In The Cold 
 
Chorus: 
 |   Bb   F7 |   Bb  |   Bb   Fm |   G7  | 
 |   Cm   G7 |   Cm  |   C7  |   F7  | 
 
 |   Bb   F7 |   Bb  |   Bb   Fm |   G7  | 
 |   Cm   G7 |   Cm  |   C7   F7 |   Bb  | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb   F7 |   Bb  |   Bb   Fm |   G7  | 
 |   Cm   G7 |   Cm  |   C7   F7 |   Bb  ||    
 
Over In The Gloryland 
 
Verse:  
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Bb7 |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Db  |   Ab  | 
 |   Ab  |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Db  |   Ab  | 
 |   Ab  |  Bb7   Eb7 |   Ab   Db |   Ab  || 
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Over The Waves 
     
Chorus: 
 |   Bb  |   Bb° |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb° |   Bb  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb7 |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
 
 
Pack Up Your Troubles In Your Old Kit Bag 
(And Smile, Smile, Smile) 
    
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   F7  | 
 |   Bb  |   Bb  |   Bb   D7 |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   Eb  |   Bb  |   C7  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Paddlin’ Madeline Home 
     
Chorus: 
 |   C  |   G+  |   C  |   C  | 
 |   D7  |   D°  |   D7  |   D7  | 
 |   G7  |   G7  |   C  |   Am  | 
 |   D7  |   D7  |   G7  |   G7  | 
  
 |   C  |   G+  |   C  |   C  | 
 |   D7  |   D°  |   D7  |   D7  | 
 |   C  |   Em  |   Am  |   D7  | 
 |   C  |   G7  |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
Pagan Love Song 
     
Chorus: 
 |   Bb  |   Eb  |   Bb  |   Bb  | 
 |   Bb  |   Gb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Eb  |   Bb  |   Bb  | 
 |   Bb  |   Gb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Painting The Clouds With Sunshine 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   C7  | 
 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 
 |   Bb  |   Bbm |   F  |   F  | 
 |   Dm |   Db7 |   C7  |   C7  | 
 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
 
Palmer’s Georgia Grind 
     
Chorus: 
 |   Dm |   A7  |   Dm |   Dm | 
 |   Dm |   Dm |   A7  |   A7  | 
 |   Dm |   A7  |   Dm |   Bb7 | 
 |   Dm |   A7  |   Dm |   Dm || 
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Panama 
(Intro, AABBCCD….) 
 
Intro: cornet 
 |   (Eb) |   (C°) |   Bb7 |   Bb7 ---- | 
 
A strain: 
 |   Eb  |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Bb7 |   Bb7 |   Eb  | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb  | 
 
B strain: 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
C strain: 
 |   Ab  |   C+  |   Fm  |   Db  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   C+  |   Fm  |   F#° | 
 |   Cm  |   G7  |   Cm  |   Eb7 | 
 
D strain: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Ab7 |   Db  |   D°  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
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Papa De Da Da 
 
Verse: 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb  | 
 |   Ab   Eb |   Ab   Eb |   Eb   Bb7 |   Eb   Bb7 | 
 |   F7   Bb7 |   Eb  |   F7   Bb7 |   Eb  | 
 |   Ab   Eb |   Ab   Eb |   F7  |   Bb7 |    
 
Chorus: 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   F7 ------- |   Bb7 ----- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Ab  |   Eb  |   Bb7 |   F7   Bb7 | 
 |   Bb7 |   Bb7 |   F7   Bb7 |   Eb  || 
 
Papa Dip 
     
Verse: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Gm  |   Gm  |   D7  |   Gm   D7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Gm  |   Gm  |   D7  |   Gm  Bb7 | 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Gm  |   D7  |   Gm  Bb7 | 
 |   Eb  |   Bb7 |   Eb7 |   Ab  | 
       |   Ab ------ |   Abm --- |   Eb ------  |   F7   Bb7 | 
 |   Eb  |   C7  |   F7   Bb7 |   Eb  || 
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Paper Doll 
 
Chorus: 
 |   F    |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
 |   F  |   Ab° |   C7  |   A7  | 
 |   D7  |   G7  |   C7  |   C7  | 
 
 |   F   D7 |   G7   C7 |   F  |   F  | 
 |   F   D7 |   G7   C7 |   A7  |   A7  | 
 |   Bb  |   B°  |   F   A7 |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Pasadena 
     
Verse: 
 |   Db  |   Db  |   Db  |   Ab7 | 
 |   Db  |   Eb7  Ab7 |   Db  |   A7   Ab7 | 
 |   Db  |   Db  |   Db  |   Db  | 
 |   F  |   C7  |   F  |   Ab  | 
 |   Db  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   Dm |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   Cm  |   F7  |   Bb  |   Gm  | 
 |   A7  |   A7  |   Dm |   F7  | 
  
 |   Bb  |   Bb  |   Dm |   Bb7 | 
 |   Eb  |   Eb  |   D7  |   D7  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   Cm7 |   F7  |   Bb  |   Bb  || 
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Peg O’ My Heart 
     
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Db° |   Cm7 |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Eb7 |   Bb  |   Bb  || 
 
Pennies From Heaven 
 
Chorus: 
 |   C  |   Eb° |   Dm |   G7  | 
 |   C  |   Eb° |   Dm |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   C  |   Eb° |   Dm |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   Fm  |   C  |   A7  | 
 |   Dm |   G7  |   C  |   C  || 
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Perdido Street Blues  
(Intro, Verse A B......Tag) 
     
Intro:  
 | Dm -------- | -------- Dm | Gm -------  | -------- Gm | 
 | A7 -------- | --------- A7 |   Dm |   Dm | 
     | ----------- vamp ------------ |  
 
Verse:   straight 4’s 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   A7  |   A7  | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   A7  |   Dm |   C7  | 
 
A Chorus: clarinet solo with ensemble riff 
 (   F7  |   F7  |   F7  |   F7  ) 
 (   Bb7 |   Bb7 |   F7  |   F7  ) 
 (   C7  |   C7  |   F  |   F  ) 
 (   F7  |   F7  |   F7  |   F7  ) 
 (   Bb7 |   Bb7 |   F7  |   F7  ) 
 (   C7  |   C7  |   F  |   F  ) 
 
B Chorus: 
 |   F  |   Bb7 |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
Tag:   clarinet lead with ensemble riff 
 (  F7  |   F7  |   F7  |   F7  ) 
  
Pleading The Blues 
 
Chorus: 
 |   F  |   Bb   C7  |   F   A7 |   Dm   F7 | 
 |   Bb  |   Bb   C7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 



 

 446

Please Don’t Talk About Me When I’m Gone 
     
Chorus: 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
  
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Ponchartrain Blues 
     
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   E°  |   Bb   D7 |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Porto Rico 
 
Verse: (2x) 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   Dm |   A7  |   Dm | 
 |   Am  |   E7  |   G7  |   C7  | 
 
Chorus: 
 |   G7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   G7  |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Precious Lord 
     
Chorus: 
 |   Ab  |   Ab7 |   Db  |   Ab  | 
 |   Ab  |   Fm  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab7 |   Db  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
 
Pretty Baby 
     
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   F7  |   Bb7 |   Eb  |   B7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Pretty Boy 
 
Verse: (Latin) 
 |   F  |   Bb  |   F  |   C7  | 
 |   F  |   Bb  |   F  |   C7  | 
 |   F  |   Bb  |   F  |   C7  | 
 |   F  |   Bb  |   F   C7 |   F   F7 | 
 
Chorus: 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F   Bb |   F   F7 | 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
 
(You’re Some)  

Pretty Doll 
 
Intro:      
 |   Bb  |   C7  |   F7  |   Bb  | 
 
Verse: 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   D7  |   Gm  |   C7  |   F7  | 
 |   Bb  |   F7  |   Bb7 |   Eb   G7 | 
 |   C7  |   F   D7 |   Gm   C7 |   F7  | 
 
Chorus: 
 |   Bb  |   C7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb   F7 | 
 |   Bb  |   C7  |   F7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7   F7 | 
 |   Bb  |   C7  |   F7  |   Bb  || 
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Purple Rose of Cairo 
 
Chorus: 
 |   Bb7 |   Eb7 |   Ab  |   Ab   F° | 
 |   Eb7 |  Bb7   Eb7 |   Ab  |   Ab ------ | 
 |   Bb7 |   Eb7 |   Ab  |   Ab   F° | 
 |   Eb7 |  Bb7   Eb7 |   Ab   E7 |   Ab  || 
 
Put ‘Em Down Blues 
 
Chorus: 
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab7 |   Ab7 |   Ab7 |   Ab7 | 
 |   Db  |   Db  |   Db  |   Db  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   Fm  |   Ab7 | 
 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Put On Your Old Grey Bonnet 
     
Verse: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   C7  | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  |  
 
 |   G7  |   C  |   G7  |   C  | 
 |   D7  |   G7  |   C  |   C7  |  
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb  |   C7  |   F7  |   F7  | 
 |   Bb   D7 |   Gm  |   Eb   E° |   Bb  | 
 |   Bb  |   C7   F7 |   Bb  |   Bb  ||  
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Railroad Man 
 
Verse: 
 |   Eb° |   Eb  |   Bb7 |   Eb  | 
 |   Eb° |   Eb  |   Bb7 |   Eb  | 
 |   Bb7 |   Eb  |   Bb7 |   Eb  | 
 |   Eb° |   Eb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 452

 
Rainbow ‘Round My Shoulder 
 
Verse: 
 |   F  |   Am  |   Dm |   F7  | 
 |   G7  |   G7  |   Gm  |   C7  | 
 |   F  |   Am  |   Dm |   F7  | 
 |   G7  |   G7  |   Gm  |   C7  | 
 
Chorus: 
 |   F   Bb |   F  |   F   Bb |   F  | 
 |   F   Bb |   F   D7 |   G7   C7 |   F  | 
  
 |   F   Bb |   F  |   F   Bb |   F  | 
 |   F   Bb |   F   D7 |   G7   C7 |   F  | 
  
 |   Bb  |   Bb  |   Bbm |   Bbm | 
 |   F  |   D7  |   G7  |   C7  | 
 
 |   F   Bb |   F  |   F   Bb |   F  | 
 |   F   Bb |   F   D7 |   G7   C7 |   F  || 
 
Red Wing 
 
Verse: 
 |   F  |   F7  |   Bb  |   F  | 
 |   C7  |   F  |   G7  |   C7  | 
 |   F  |   F7  |   Bb  |   F  | 
 |   C7  |   F  |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Rent Party Blues 
 
Verse: 
 |   C7  |   F  |   A7  |   Dm   F7 | 
 |   Bb   B° |   F   D7 |   G7  |   C7  | 
 |   C7  |   F  |   A7  |   Dm   F7 | 
 |   Bb   B° |   F   D7 |   G7  |   C7    F | 
 
Chorus: 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   C7  | 
  
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bbm |   F  |   F7  | 
 |   Bb  |   Bbm |   G7  |   C7  | 
  
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F  || 
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Rhythm King 
 
Intro: 8 bar front line melody 
 
Verse: 
 |   Dm   C |   F   A7 |   Dm   C |   F   A7 | 
 |   Fm  |   Fm   C7 |   F  |   Dm   A7 | 
 |   Dm   C |   F   A7 |   Dm   C |   F   F#° | 
 |   C  |   D7   G7 |   C  |   C7  | 
 
Chorus:  
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   A7  |   A7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  || 
 
Rip ‘Em Up Joe 
 
Chorus: 
 |   Bb  |   Bb7 |   Eb  |   Bb   F7 | 
 |   Bb  |   Bb   G7 |   C7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   D7  | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb  || 
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Riverboat Shuffle 
 
Verse: 
 |   Gm   D7 - |   Gm   D7 - |   Gm  |   Gm   D7 - | 
 |   Gm  |   Cm  |   Gm   D7 - |   Gm   D7 - | 
 |   Gm  |   Cm  |   Gm   D7 |   Gm  | 
 |   G7  |   Cm  |   G7  |   Cm  | 
 |   Gm  |   Cm  |   Gm   D7 |   Gm -  Bb7 | 
  
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Abm |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Riverside Blues 
 
Intro:     

|   Cm  |   G7  |Cm G7 Cm Ab |   G7 -- Bb7 -- | 
 
Verse: 
 |   Eb  |   Eb   Ab7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Bb7 |   Eb  |   G7  | 
 |   Ab  |   Abm |   Eb ------- |   ----------  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
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Rockin’ Chair 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Cm  |   D7  |   Gm  | 
 |   F7  |   F7  |   Bb7 |   Eb  | 
 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   D7  |   Gm  |   F7  |   Bb7 | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Rose Of The Nile 
 
Verse: 
 |   Dm |   Dm |   A7  |   A7  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   C7  | 
  
Chorus: 
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bbm |   Db7 |   C7  | 
  
 |   F  |   F  |   D7  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Rose Of The Rio Grande 
 
Chorus: 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   A7  |   D7  | 
 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  ||   
 
Rose Room 
 
Chorus: 
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Dbm |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Bb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Dbm |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Roses Of Picardy 
 
Chorus: 
 |   Cm7 |   F7  |   Bb  |   Bb  | 
 |   Cm7 |   F7  |   Bb  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Cm7 |   F7  |   Bb  |   Bb  | 
 |   Cm7 |   F7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   Cm7 |   F7  |   Bb  |   Bb  || 
 
Rosetta 
 
Chorus: 
 |   F  |   C+  |   Cm  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
  
 |   F  |   C+  |   Cm  |   D7  | 
 |   G7  |   C7  |   F  |   F    E7 | 
  
 |   Am  |   E7  |   Am  |   Fm  | 
 |   C  |   G7  |   C  |   C7  | 
  
 |   F  |   C+  |   Cm  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Row, Row, Row 
     
Chorus: 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb   G7 |   Cm  |   Cm  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   B°  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   G7  |   Cm  |   Cm  | 
 |   Eb  |   Ebm |   Bb  |   Gm  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Royal Garden Blues 
(Intro AABB Breakstrain Trio...) 
 
Intro:   4 bar Cornet solo, last note the Rhythm hit on C7 
 
A: |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F  |   F  | 
       clarinet       cornet     trombone 
B: |   F7 ------ |   F7 ------- |   F7 ------  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |    C7 |   F  |   F  | 
 
Breakstrain:   4 bar front line breakstrain 
 
Trio: |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  ||   
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Runnin’ Wild 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   F  |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb 7 | 
 |   Eb7 |   Eb7 |   D7  |   D7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Sailing Down The Chesapeake Bay 
 
Verse: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   F  |   F  |   F  | 
 |   C  |   G7  |   C  |   C  | 
 |   Gm  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   Dm | 
 |   G7  |   C  |   G7  |   C  | 
 |   D7  |   G7  |   C  |   C  | 
 
Chorus: 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   Ab° |   Ab° | 
 |   Gm  |   Gm  |   G7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  || 
 
Salty Dog 
 
Chorus: 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Salutation March 
(Intro, AABB*, Trio…) 
 
Intro: solo cornet intro 
 
A strain: 
 |   Bb   F7 |   Bb  |   F7  |   Bb  | 
 |   Bb   F7 |   Bb  |   F   C7 |   F  | 
 
B strain: 
 |   F7  |   Bb  |   F7  |   Bb  | 
 |   F7  |   Bb   Gb |   Bb   F7 |   Bb  | 
 
Trio: 
 |   Eb  |   Eb  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   G7  |   G7  | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
 
(* A & B strains in march time) 
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Samantha 
 
Chorus: 
 |   A7  |   A7  |   Cm  |   Cm  | 
 |   A7  |   A7  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 
 |   A7  |   A7  |   Cm  |   Cm  | 
 |   A7  |   A7  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   F  |   C7  |   F  |   F7  | 
 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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San 
 
Verse: 
 |   Dm |   A7  |   Dm |   Dm | 
 |   A7  |   A7  |   A7  |   A7  | 
 |   Dm |   A7  |   Dm |   Dm | 
 |   Dm |   A7  |   Dm |   Dm | 
 |   A7  |   A7  |   A7  |   A7  | 
 |   Dm |   A7  |   Dm |   C7  | 
 
Chorus: 
 |   F  |   Db7 |   F  |   Db7 | 
 |   F   D7 |   G7   C7 |   F  |   C7  | 
  
 |   F  |   Db7 |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F7  |   Bb  |   Db7 | 
 |   F  |   F7  |   Bb  |   Db7 | 
  
 |   F  |   Db7 |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Saturday Night Function 
 
Chorus: 
 |   Eb   Ab |   Eb Bb7 Ab |   Eb    |   Eb  | 
 |   Eb    |   F7  |   Bb7 | Bb7 Bb7 Ab | 
 |   Eb   Ab |   Eb  Eb Ab |   Eb   Ab |   Cb7  Eb | 
 |   Eb   Ab |   Eb Bb7 Ab |   Eb   Ab |   Eb  || 
 
Solos: 
 |   Eb  |   Ab  |   Eb  |   Eb7 | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
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Savoy Blues 
 
A strain: 
 |   F   C7 |   F   C7 |   F   C7 | G7 C7   F | 
 |   F   C7 |   F   C7 |   F   C7 | G7 C7   F | 
 |   Bb   F7 |   Bb   F7 |   Bb   F7 | C7 F7 Bb C7 | 
 |   F   C7 |   F  |   F   C7 |   F  | 
 
B strain: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 
Interlude: 
 |   F  |   C7  |   F  |   C7  | 
 
C strain: 
 |   F  |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   G7   C7 |   F  |   F  || 
 
Schlafen Mein Prinschen 
 
Chorus:  
 |   F  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   C7  |   F  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   F  |   C7  |   C7  | 
 |   F  |   C7  |   F  |   F  || 
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Second Line 
 
Intro:   2 bar cornet intro 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   F  |   F  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
See See Rider 
 
Chorus: 
 |   C  |   C  |   C  |   C7  | 
 |   F  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  || 
 
Seems Like Old Times 
 
Chorus: 
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   Gm7 |   C7  |   F  |   D7  | 
 |   G7  |   G7  |   Gm7 |   C7  | 
  
 |   D7  |   D7  |   D7  |   D7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   Gm7 |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Sensation Rag 
(AABBCCBB) 
 
A: |   Bb ----- |   ---------- |   G7 -----  |   ----------- | 
 |   C7   F7 |   Bb   G7 |   C7  |   F7  | 
 |   Bb ----- |   ---------- |   G7 -----  |   ----------- | 
 |   C7   F7 |   Bb   G7 |   C7   F7 |   Bb  | 
 
B: |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb -- Cb7 -- |   F7 -- Bb7 -- | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
C: |   Ab --  Db -- |   Ab --  F7 -- |   Bb7  Eb7 |   Ab  | 
 |   Ab --  Db -- |   Ab --  F7 -- |   Bb7 |   Eb7 | 
 |   Ab --  Db -- |   Ab --  F7 -- |   Bb7  Eb7 |   Ab  | 
 |   Ab ----- |   ----------- |   Bb7  Eb7 |   Ab  || 
 clarinet break ------------- 
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Shake It & Break It 
(AABBA Trio) 
 
A strain: 
 |   F  |   F  |   F7   ----- |   ------- | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
  
B strain: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 
A strain: repeat 
 
Trio: 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Eb  |   E°  | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
 
Shake That Thing 
 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
She Looks Like Helen Brown 
 
Chorus: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F    |   C7  | 
 |   F  |   F  |   G7  |   G7  | 
 |   Bb   B° |   F   D7 |   G7   C7 |   F  || 
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She Was Just A Sailor’s Sweetheart 
 
Verse: 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Cm  |   G7  |   Cm  |   Cm  | 
  
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 
 |   G7  |   G7  |   G7  |   G7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Cm  |   G7  |   Cm  |   Cm  | 
 |   Cm  |   G7  |   Bb7 |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   G7  |   G7  | 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  || 
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The Sheik Of Araby 
 
Verse: 
 |  Bbm  Gb7 |   C7   F7 |   Bbm |   Bbm | 
 |  Bbm  Gb7 |   C7   F7 |   Bbm |   Bbm | 
 |   Ebm |   Ebm |   Ebm |   Ebm | 
 |   F7  |   Bbm |   F7  |   F7  | 
 |  Bbm  Gb7 |   C7   F7 |   Bbm |   Bbm | 
 |   F  |   C7  |   F  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   D7  |   D7  | 
 |   G7    |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Shim-Me-Sha-Wabble 
 
Verse: 
 |   Cm    |   Cm    |   Cm  | Ab7 G7  Cm | 
 |   Cm  |   Cm  |   D7  |   G7  | 
 |   Cm    |   Cm    |   Cm  | Ab7 G7  Cm | 
 |   Fm  |   Cm  |   G7  |   Cm  | 
 |   Fm  |   G7 ------ |   Fm  |   G7 ------ | 
 |   Fm  |   Fm  |   Fm  |   G7  | 
 
Chorus: 
 |   C  |   G7  |   C  |   G7  | 
 |   C  |   Em  |   B7  |   Em   G7 | 
 |   C  |   G7  |   C  |   G7  | 
 |   C   C7 |   F   Fm |   D7   G7 |   C  || 
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Shine 
 
Verse: 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Eb  |   Cm  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7   |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Shine On, Harvest Moon 
     
Chorus: 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F   Gm |   G#°   F | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F   Bb7 |   F  || 
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Shout ‘Em Aunt Tillie 
 
Ensemble Chorus: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   A7  |   A7  |   Dm |   Dm || 
 
Solo Chorus: 
 |   Dm |   Dm |   Dm |   Dm | 
 |   Gm  |   Gm  |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   Dm | 
 
Show Me The Way To Go Home 
 
Chorus: 
 |   F  |   F7  |   Bb  |   F  | 
 |   F  |   A7   Dm |   G7  |   C7  | 
 |   F  |   F7  |   Bb  |   A7  | 
 |   F  |   A7   Dm |   G7   C7 |   F  || 
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Since My Best Gal Turned Me Down 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Eb7 |   Bb  |   D7  | 
  
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Eb7 |   Bb  |   Bb  || 
 
Sing On 
 
Verse: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab   Db |   Ab   Eb7 |   Ab  | 
 
Chorus: 
 |   Ab  |   Ab  |   Ab7 |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Ab7 |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
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Sittin’ Around 
 
Chorus: 
 |   F7  |  Bb   Bbm |   F   A7 |   F7  | 
 |   G7  |   C7  |   F  |   G7   C7 | 
 
 |   F7  |  Bb   Bbm |   F   A7 |   F7  | 
 |   G7  |   C7  |   F  |   F  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   A7   Dm |   G7   C7 | 
 
 |   F7  |  Bb   Bbm |   F   A7 |   F7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Sleeping Beauty Waltz 
 
Chorus: 
 |   F  |   C+  |   F  |   F  | 
 |   C7  |   C°  |   C7  |   C7  | 
 |   C7  |   G7  |   Eb7 |   C7  | 
 |   F  |   Dm |   G7  |   C7  | 
 
 |   F  |   C+  |   F  |   F  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   Bb  |   B°  |   F  |   Dm | 
 |   Gm  |   C7  |   F  |   F  || 
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Sleepy Time Gal 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   C7  |   C7  | 
 |   A7  |   A7  |   Dm |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   Gm  |   C7  |   F  |   F  || 
 
Slide Frog Slide 
 
Verse: 
 |   C  |   C  |   C ------- |   --------- | 
 |   C  |   C  |   G7 ----- |   --------- | 
 |   G  F#   G -- |   ---------- |   G  F#   G -- |   --------- | 
 |   G  F#   G -- |   G  F#   G -- |   C ------- |   --------- | 
 
 |   C  |   C  |   C ------- |   --------- | 
 |   C7  |   C7  |   F ------- |   --------- | 
 |   F    |   F#° |   C  |   A7  | 
 |   D7  |   G7  |   C ------- |   --------- | 
 
Chorus:  
 |   G7  |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C7  | 
 |   F   F#° |   C   A7 |   D7   G7 |   C  || 
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Smile Darn Ya, Smile 
 
Chorus: 
 |   C  |   C  |   C  |   C  | 
 |   C  |   C  |   G7  |   G7  | 
 
 |   G7  |   G7  |   G7  |   G7  | 
 |   G7  |   G7  |   C  |   C  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   C  |   C  |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
Snag It 
 
Chorus: 
 |   Eb  |   Ab7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Snake Rag  
(Intro ABBAC...) 
 
Intro:    Last 8 bars of A strain 
 
A: |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb ------- |   ---------- |   ---------  | -- Bb7 Eb -- | 
       
B: |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb ------ |   --------- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb ------- |   ---------- |   ---------  | --Bb7 Eb-- | 
       2x, to A strain 
 
C: |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 ----- |   --------- | 
  
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Sobbin’ Blues 
 
Verse: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   Bb  |   C7  | 
 |   F ----------- F |  F7 -------- F7 |  Bb ------- Bb | Bbm ---- Bbm | 
 |   F  |   F   D7 |   G7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   C7  |   F  |   F  || 
 
Interlude: 
 |   F   C+ |   F   C+ |   F   C+ |   F   C+ | 
 |   F  |   Bb7 |   F   C7 |   F  | 
 |   F  |   Bb7 |   F   C7 |   F  | 
 |   Bb  |   C7   F |   Bb  |   C7   F | 
 |   F  |   Bb7 |   F   C7 |   F  | 
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Some Of These Days 
  
Chorus: 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
  
 |   C7  |   C7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb7 |   Ab  |   Ab  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
  
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Some Sweet Day 
 
Verse: 
 |   C   Eb° |   G7  |   G7  |   C  | 
 |   C   Cm |   G   E7 |   Am   D7 |   G7  | 
 
 |   C   Eb° |   G7  |   G7  |   C  | 
 |   G   Cm |   G   E7 |   Am   D7 |   G  | 
 |   D7    |   G  |   D7  |   G7  | 
 
Chorus: 
 |   C  |   C7  |   D7  |   D7  | 
 |   G7  |   G7  |   C  |   G7  | 
 
 |   C  |   C7  |   D7  |   D7  | 
 |   G7  |   G7  |   C  |   C  || 
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Somebody Else Is Taking My Place 
 
Chorus: 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Somebody Stole My Gal 
 
Verse: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Fm  |   C7  |   Fm  |   Fm  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   G7  |   G7  | 
 
 |   Eb  |   Eb  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab  |   Abm |   Abm | 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Somebody’s Lonely 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   Ab° |   C7  |   C7  | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   G7  |   C7  | 
 
 |   F  |   F  |   D7  |   D7  | 
 |   Gm7 |   C7  |   F  |   F  || 
 
Someday Sweetheart 
 
Verse: 
 |   F  |   F°  |   F  |   D7  | 
 |   Gm  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F  |   F  | 
 |   Am  |   E7  |   Am  |   C7 ------ | 
 
Chorus:  
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   C7  | 
  
 |   F  |   F  |   Am  |   Am  | 
 |   E7  |   E7  |   Am  |   C7  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  ||    
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Someday You’ll Be Sorry 
  
Chorus: 
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   Cm7 |   F7  |   Bb  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   Cm7 |   F7  |   Bb  |   G7  | 
 |   Cm7 |   F7  |   Bb  |   Bb  || 
 
Someday  
(You’ll Want Me To Want You) 
 
Chorus: 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab7 |   Db   F7 |   Bbm | 
 |   Eb7 |   Eb7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Ab  |   Ab7 |   Db   F7 |   Bbm | 
 |   Db  |   Dbm |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Song Of The Islands 
 
Chorus: 
 |   F  |   F#° |   C7  |   C7  | 
 |   G7  |   C7  |   F    |   C7  | 
 |   F  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
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Song Of The Wanderer 
 
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  | 
  
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  | 
 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb  | 
 
 |   Eb  |   Eb7 |   Ab  |   Abm | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
 
South 
 
Verse: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
 
Chorus: 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb   ------ |   --------- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   Fm  |   Bb7 |   Eb  || 
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Spanish Shawl 
 
Chorus: 
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb  |   Eb   Bb7 |   Eb  |   Eb  | 
 
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb  |   Eb   Bb7 |   Eb  |   Eb  | 
 
 |   Ab  |   Ab  |   E7  |   E7  | 
 |   Eb7 |   Eb7 |   B7  |   B7  | 
 
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb  |   Eb   Bb7 |   Eb  |   Eb  || 
 
Squeeze Me 
 
Verse: 
 |   G7   C7 |   F   D7 |   G7   C7 |   F  | 
 |   A7  |   Dm |   C   G7 |   C  | 
 |   G7  |   C   C#° |   G7  |   C7   D7 | 
 
Chorus: 
 |   G7   C7 |   F   D7 |   G7   C7 |   F   D7 | 
 |   G7   C7 |   F   F#° |   C   G7 |   C7   D7 | 
 |   G7   C7 |   F   D7 |   G7   C7 |   F7  | 
 |   D° ---- |   ---------- |   Gm   C7 |   C7   F ||  
 
St. James Infirmary 
 
Chorus: 
 |   Dm   A7 |   Dm |   Dm   Gm |   Dm | 
 |   Dm   A7 |   Dm   |   Bb7  A7 |   Dm || 
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St. Louis Blues 
 
Verse: 
 |   F  |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   Bb7 |   F  |   F  | 
 |   F  |   Bb7 |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   Bb7 |   F  |   F  | 
 
Minor: 
 |   Fm  |   Fm  |   C7  |   C7  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Fm  |   Fm  |   C7  |   C7  | 
 |   C7  |   C7  | -- Fm -- G7 |   C7  | 
       --offbeat-- 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   F7  |   F7  | 
 |   C7  |   Bb7 |   F  |   F  || 
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St. Louis Gal 
 
Verse: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   F7  |   F7  | 
 |   C7  |   Db7   C7 |   F7  |   F7  | 
 |   C7  |   Db7 |   C7  |   C7  | 
 
Chorus: 
 |   F7  |   F7  |   F7  |   F7  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   G7  |   C7 ------- |   ----------- |    
 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   A7  |   A7  C7 | 
 |   F   Dm |   Db7   C7 |   F   Dm |   Db7   C7 | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
 
St. Phillip Street Breakdown 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
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Stealin’ Apples 
  
Chorus: 
 |   C  |   C  |   F7  |   F7  | 
 |   C   A7 |   D7   G7 |   E7   A7 |   D7   G7 | 
 
 |   C  |   C  |   F7  |   F7  | 
 |   C   A7 |   D7   G7 |   C  |   C  | 
 
 |   Fm7 |   Bb7 |   Eb  |   Eb  | 
 |   Fm7 |   Bb7 |   G7  |   G7  | 
 
 |   C  |   C  |   F7  |   F7  | 
 |   C   A7 |   D7   G7 |   C  |   C  || 
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Steamboat Days 
 
Verse: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Eb° |   Bb   D7 |   Gm   G7 | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 
 |   G7  |   Cm  |   D7  |   Gm  | 
 |   C7  |   C7  |   Fm    |   Bb7 | 
 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
 
 
 
 
 
 
 
 
 
 



 

 489

Steamboat Stomp 
(Intro ABBA Breakstrain C...) 
  
Intro:   4 bar front line intro 
  
A: |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   C7  |   F7  |   F7  |   Bb7 | 
 |   Eb  |   Bb7 |   Eb  |   Bb7 | 
 |   Eb ------ |  Eb G7  Cm |   F7   Bb7 |   Eb  | 
 
 (  -------- omit the clarinet 1st time ------------------- ) 
B: |   Eb  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb ------- |   ---------- | 
 |   Eb  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb   Bb |   Eb  | 
                                                         2x to A strain 
 
Breakstrain: 
 |   Eb  |   Eb° |   Eb -- Bb7 -- | Eb Bb7  Eb | 
 
C: |   Ab  |   G7  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Eb7 | 
 |   Ab  |   G7  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
 
 
 
 
 
 
 
 
 
 



 

 490

Stevedore Stomp 
  
Intro:   front line riff for Intro 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Bb+ | 
 |   Bb+ | to Chorus: 
 
Chorus: 
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb  |   Bb7 |   Eb   C7 |   F7   Bb7 | 
  
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  | 
  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7  |   F7  |   Bb7 ----- |   ---------- | 
  
 |   Eb  |   Eb  |   Ab7 |   Ab7 | 
 |   Eb   C7 |   F7   Bb7 | --- to Interlude --- 
 
Interlude:  front line riff, drums offbeat until Bb7 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb  |   Bb7 || 
       back to Chorus    
    
                                            (at Shout end on tonic) 
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Stock Yard Strut 
 
Verse: 
       |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   G7  |   
 |   Fm  |   Eb7 |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 |   Ab   Eb7 |   Ab  | (repeat verse) 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab ------ |   ---------- | 
  
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   F°  |   F°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Storyville Blues 
 
Verse: 
 |   Ab  |   Ab7 |  Db   Dbm |   Ab    | 
 |   Ab  |   Ab    |   Eb   Bb7 |   Eb7 | 
 |   Ab  |   Ab7 |  Db   Dbm |   Ab    | 
 |   Db  |   F7  |   Bb7 |   Eb7 | 
 
Chorus: 
 |   Ab  |   Ab7 |  Db   Dbm |   Ab    | 
 |   Ab  |   Ab   F7   |   Bb7 |   Eb7 | 
 |   Ab  |   Ab7 |  Db   Dbm |   Ab    | 
 |   Ab  |   Eb7 |   Ab  |   Ab  || 
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Struttin’ With Some Barbeque 
  
Verse: offbeat in the middle 4 bars 
 |   F  |   C7  |   F  |   C7  | 

(   F  |   F  |   G7  |   C7  ) 
 |   F  |   C7  |   G7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   D7  |   D7  | 
 |   Gm  |   A7  |   Dm |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   F  |   F  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Sugar 
 
Verse: 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   G  |   G  |   G  |   G  | 
 |   D7  |   D7  |   G  |   Bb7 | 
 
Chorus: 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
  
 |   Bb 7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Fm7 |   Bb7 |   Eb  |   Eb  || 
 
Sugar Blues 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb ------ |   -------- | 
 |   Bb  |   Bb  |   Bb7 |   Eb  | 
 |   Eb   E° |   Bb   G7 |   C7   F7 |   Bb   G7 | 
 |   C7   F7 |   Bb  || 
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Sugar 
 
Chorus: 
 |   F   D7 |   G7   C7 |   F  |   F   Ab° | 
 |   C7  |   C7  |   F  |   C7  | 
 
 |   F   D7 |   G7   C7 |   F  |   F  | 
 |   C  |   G7  |   C  |   C7  | 
 
 |   F7  |   Cm7 |   F7  |   F7  | 
 |   Bb  |   D7  |   G7  |   C7  | 
 
 |   F   D7 |   G7   C7 |   F  |   F   Ab° | 
 |   C7  |   C7  |   F  |   F  || 
 
Sweetie Dear 
 
Chorus:  
 |   C7  |   F  |   C7  |   F  | 
 |   C7   A7 |   Dm |   Am   E7 |   Am  | 
 |   C7  |   F  |   C7  |   F  | 
 |   D7  |  Gm  Bbm |   F   C7 |   F  || 
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Tailgate Ramble 
  
Verse: 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   Fm  F#° |   Eb   Bb7 |   Eb  | 
 
Chorus: 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  |  
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
 ‘Tain’t Nobody’s Bizness If I Do 
 
Verse: 
 |   Bb  |   D7  |   Gm  |   D7  | 
 |   G7  |   G7  |   Cm  |   G7  | 
 |   Cm  |   G7  |   Cm  |   C7  | 
 |   C7  |   C7  |   Gb7 |   F7  | 
 
Chorus: 
 |   Bb  |   D7  |   Gm  |   Eb   G° | 
 |   Bb   G7 |   C7   F7 |   D7    G7 |   C7   F7 | 
 |   Bb  |   D7  |   Gm  |   Eb   G° | 
 |   Bb   G7 |   C7   F7 |   Bb  |   Bb  ||  
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Take Me Out To The Ball Game 
 
Chorus: 
 |   Bb  |   Bb    |   F7  |   F7  | 
 |   Bb  |   Bb    |   F7  |   F7  |  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb   G7 |   Cm  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Take Me To That Midnight Cakewalk Ball 
 
Verse: 
 |   F   C7 |   F  |   F   C7 |   F  | 
 |   D7   G7 |   C7   F |   G7  |   C7  | 
 |   F   C7 |   F  |   F   C7 |   F  | 
 |   D7   G7 |   C7   F |   G7  |   C7  | 
 
Chorus: 
 |   F  |   F  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Db7 |   Db7 | 
 |   F   D7 |   G7   C7 |   F   D7 |   G7   C7 | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Db7 |   Db7 | 
 |   F   D7 |   G7   C7 |   F   D7 |   G7   C7 | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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Tell ‘Em About Me 
(When You Reach Tenessee) 
 
Chorus: 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   D7  |   Gm  |   Ebm | 
 |   Bb  |   C7   F7 |   Bb  |   Bb7 | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
Terrible Blues 
 
Chorus:  
 |   C  |   C  |   C  |   C7  | 
 |   F  |   F  |   C  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
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That Certain Party 
 
Verse: 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   F7  |   Bb7 |   Eb  |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Gm  |   D7  |   Gm  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
That Da Da Strain 
 
Verse: 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   D7  |   D7  |   D7  |   D7  | 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   F  |   F  |   C7  |   F7  | 
 
Chorus: 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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That’s A Plenty 
(AABBAC Breakstrain C...) 
 
A: |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   A7  | 
 |   Dm |   Dm |   Dm |   Dm | 
 |   A7  |   A7  |   Dm |   Dm  (C7) | 
 
B: |   C7  |    C7 |   F  |   F  | 
 |   C7  |    C7 |   F  |   F  | 
 |   C7  |    C7 |   F  |   F  | 
 |   Ab° |   F   D7 |   G7   C7 |   F    (A7) |  
 
C: |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  Db° |   Cm7   F7 | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Breakstrain: 
 |   D7  |   D7  |   D7  |   D7  | 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   F  |   F7  | 
            to C strain 
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That’s My Home 
 
Chorus: 
 |   Bb  |   Bbm |   F  |   G7  | 
 |   Gm7 |   C7  |   F  |   F7  | 
  
 |   Bb  |   Bbm |   F  |   G7  | 
 |   Gm7 |   C7  |   F  |   F7  | 
 
 |   Bbm |   Bbm |   F  |   D7  | 
 |   Gm7 |   C7  |   G7  |   C7   F7 | 
  
 |   Bb  |   Bbm |   F  |   G7  | 
 |   Gm7 |   C7  |   F  |   F  || 
 
That’s My Weakness Now 
 
Verse: 
 |   Eb  |   C7  |   F7   Bb7 |   Eb  | 
 |   Bb  |   Bb  |   D7  |  Gm   Bb7 | 
 |   Eb  |   C7  |   F7   Bb7 |   Eb  | 
 |   Gm  |   Eb  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  | 
  
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Eb  |   Cm  |   F7  |   Bb7 | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Eb  || 
 



 

 501

That’s When I’ll Come Back To You 
 
Chorus: 
 |   Bb  |   Bb   G7 |   C7   F7 |   Bb  | 
 |   Bb  |   Bb   G7 |   C7  |   F7  | 
 |   Bb7 |   Eb  |   C7  |   F7  | 
 |   Bb  |   Bb   G7 |   C7   F7 |   Bb  || 
 
Theme There Eyes 
 
Chorus: 
 |   Eb  |   Eb  |  Eb  Gb° |   Eb  | 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
  
 |   Eb  |   Eb  |  Eb  Gb° |   Eb  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   Eb  |   Eb  |   F7   Bb7 |   Eb  || 
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There’ll Be Some Changes Made 
 
Verse: 
 |   Bb   Gm |   C7   F7 |   Bb   Gm |   C7   F7 | 
 |   D7  |   Gm  |   C7  |   F7  | 
 |   Bb   Gm |   C7   F7 |   Bb7 |   Eb  | 
 |   C7  |   F   D7 |   Gm   C7 |   F7  | 
 
Chorus: 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Three Little Words 
 
Chorus: 
 |   C  |   C  |   C  |   Ab7 | 
 |   G7  |   G7  |   G7  |   G7  | 
 
 |   C  |   C  |   C  |   Ab7 | 
 |   G7  |   G7  |   G7  |   G7  | 
 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   Ab7   G7 | 
 
 |   C  |   C  |   C  |   Ab7 | 
 |   G7  |   D7   G7 |   C  |   C  || 
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Tia Juana 
(Intro, AABA, Trio…) 
 
Intro: 
 |   F   C+ |   F   C+ |   F   Db7 |   C7  | 
 
A strain: 
 |   F  |   C+  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  | 
 
B strain: 
 |   Bb  |   Bb  |   F  |   F  | 
 |   Bb  |   Bbm |   F   Ab° |   C7  | 
 
Trio: 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Gm  |   D7  |   Gm  |   G7  | 
 |   C7  |   C7  |   Gb7 |   F7  | 
 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Gm  |   D7  |   Gm  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Tiger Moan 
 
Intro: 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 
Chorus: 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   C7  |   C7  |   Fm  |   Fm  || 
 
Interlude: 
 |   Fm  |   Fm  |   Db7 |   C7  | 
 |   Fm  |   Fm  |   Db7 |   C7  | 
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Tiger Rag 
 
AA: |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb  | 
  
BB: |   C7  | F -------- F | C7------ C7 |   F ------ | 
 |   C7  | F -------- F | C7------ C7 |   F ------ | 
 |   C7  | F -------- F | C7------ C7 |   F ------ | 
 |   C7  | F -------- F | C7------ C7 |   F7  | 
  
A: |   Bb  |   Bb  |   F7  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   Bb7 | 
 
C: |   Eb  |   Eb  |   Eb ------ |   ---------- | 
 |   Eb  |   Eb  |   Bb7 ---- |   ---------- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb ------ |   ---------- | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Ab   A° |   Eb   C7 |   F7   Bb7 |   Eb7 | 
 
Trio: |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   Eb7 |   Eb7 |   Ab ------ |   ----------- | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Db  |   D°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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Tight Like That 
 
Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
 
‘Till We Meet Again 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Tin Roof Blues 
 
Verse: 
 |   Bb  |   Bb   F7 |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   Bb   Db° | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb7 |   Eb7 |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Tishomingo Blues 
 
Verse: 
 |   F  |   C7  |   F  |   F7  | 
 |   Bb7 |   Db7   C7 |   F  |   F  | 
 |   C  |   C  |   G7  |   C7  | 
 
Chorus: 
 |   F   F7 |  Bb   Bbm |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   D7  | 
 |   G7  |   G7  |   C7 ------ |   ---------- | 
 
 |   F   F7 |   Bb  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   A7  |   A7  | 
 |   F  |   A7  |   Dm |   Ab° | 
 |   F  |   C7  |   Db7   C7 |   F  || 
 
Titanic Man Blues 
 
Chorus: 
 |   C  |   C7  |   F7   G7 |   C   G7 | 
 |   C  E7  A7 |   D7  |   G7  |   G7  | 
 |   C  |   C7  |   F7   G7 |   C   G7 | 
 |   C  E7  A7 |   D7   G7 |   C  |   C  || 
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To Know You Is To Love You 
 
Chorus: 
 |   Eb  |   Eb  |   E°  |   E°  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb+ |   Bb+ | 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 
 |   Ab  |   Ab  |   A°  |   A°  | 
 |   Eb  |   Eb  |   C7  |   B7  | 
 |   Bb7 |   Bb7 |   C7  |   C7   B7 | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Too Busy 
 
Verse: 
 |   Bb  |   F7  |   Gm  |   F7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   F7  |   Gm  |   F7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   F7  |   Bb7 |   Eb   Ebm | 
 |   Bb   G7 |   C7   F7 |   Bb  |   F7  | 
  
 |   Bb  |   F7  |   Bb7 |   Eb   Ebm | 
 |   Bb   G7 |   C7   F7 |   Bb  |   Bb  | 
  
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   D7  |   D7  |   Gm  |   F7  |  
  
 |   Bb  |   F7  |   Bb7 |   Eb   Ebm | 
 |   Bb   G7 |   C7   F7 |   Bb  |   Bb  || 
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Too Much Mustard 
 
Verse: 
 |   Fm  |   Fm  |   Db  |   Db  | 
 |   C7  |   C7  |   Fm  |   C7  | 
 |   Fm  |   Fm  |   Db  |   Db  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Fm  |   Fm  |   Bbm |   Bbm | 
 |   Fm  |   C7  |   Fm  |   Fm  | 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   C7  |   F  || 
 
Too Tight 
     
Verse: 
 |   Cm  |   G7  |   Cm  |   G7  | 
 |   Cm  |   Fm  |   F7  |   Bb7 | 
 
Chorus: 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Eb   C7 |   F7   Bb7 |   Eb  |   Eb  || 
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Travelling On 
 
Chorus:  
 |   C  |   F  |   C  |   G7  | 
 |   C  |   F  |   D7  |   G7  | 
 
 |   C  |   C7  |   F  |   Fm  | 
 |   C  |   D7   G7 |   C F |   C  | 
 
 |   F  |   G7  |   C  |   C7  | 
 |   F  |   A7  |   D7  |   G7  | 
 
 |   C  |   C7  |   F  |   F#° | 
 |   C  |   D7   G7 |   C F |   C  || 
 
Trog’s Blues 
 
Chorus: 
 |   C  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C  |   C  | 
 |   C  |   F  |   C  |   C  | 
 |   G7  |   G7  |   C   F |   C  || 
 
Trouble In Mind 
 
Chorus: 
 |   F  |   C7  |   F7  |  Bb   Bbm | 
 |   F  |   C7  |   F  |   C7  | 
 |   F  |   C7  |   F7  |  Bb   Bbm | 
 |   F  |   C7  |   F  |   F  || 
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True  
(You Don’t Love Me) 
 
Chorus: 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |  Eb  Gb° |  Fm   Bb7 | 
 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
 
 |   Abm |   Abm |   Eb  |   Eb7 | 
 |   Abm |   Abm |  Eb  Gb° |  Fm   Bb7 | 
 
 |   Eb  |   Eb  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
Trust In Me 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
  
 |   Ab  |   A°  |   Eb  |   C7  | 
 |   Fm  |   Fm  |   F7    |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Two-Nineteen Blues 
 
Chorus:  
 |   Bb  |   Eb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   Eb7 |   Bb  |   Bb  || 
 
 
Under The Bamboo Tree 
 
Verse: 
 |   Ab   Fm |  Bb7   Eb7 |   Ab   Fm |  Bb7   Eb7 | 
 |   C7  |   Fm  |   Bb7 |   Eb7 | 
 |   Ab   Fm |  Bb7   Eb7 |   Ab   Fm |  Bb7   Eb7 | 
 |   C7  |   Fm  |   Bb7 |   Eb7 | 
 
Chorus: 
 |   Ab   Db |   Ab   Db |   Ab   Db |   Ab  | 
 |   Eb7 |   Eb7 |   Eb7 |   Ab   Eb7 | 
 |   Ab   Db |   Ab   Db |   Ab   Db |   Ab  | 
 |   Eb7 |   Eb7 |   Eb7 |   Ab  || 
 
Up A Lazy River 
 
Chorus:  
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
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Viper Mad 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |    Ab | 
 |   C7  |   C7  |   Fm  |   Ab7 | 
 |   Db7 |   Db7 |   Ab  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Ab  |   Ab  |    Ab | 
 |   C7  |   C7  |   Fm  |   Ab7 | 
 |   Db7 |   Db7 |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
Vo Do Do De O Blues 
 
Chorus: 
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   D7  | 
  
 |   Gm  |   Gm  |   Gm  |   Gm  | 
 |   A7  |   A7  |   D7  |   D7  | 
  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   F7  |   F7  |   Bb ----- |   D7  | 
  
 |   Gm  |   Gm  |   Cm  |   C#° | 
 |   Bb   D7 |   G7  |   C7   F7 |   Bb  || 
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Wait ‘Till The Sun Shines Nellie 
 
Chorus: 
 |   Ab  |   Ab    |   Db  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Ab    |   Db  |   Ab  | 
 |   Eb7 |   Eb7 |   C7  |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
Waitin’ For Katie 
 
Chorus: 
 |   Eb  |   Gm  |   Bbm |   C7  | 
 |   F7  |   Bb7 |   Eb  |   F7   Bb7 | 
 
 |   Eb  |   Gm  |   Bbm |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
 |   Eb7 |   Eb7 |   Eb7 |   Eb7 | 
 |   C7  |   C7  |   F7  |   Bb7 | 
 
 |   Eb  |   Gm  |   Bbm |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Waiting For The Robert E. Lee 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb  |   D7  |   Gm  |   Gm  | 
 |   C7  |   F7  |   Bb  |   Bb7 | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
  
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
Walk Thru The Streets Of The City 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F7  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F  |   F  || 
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Wang Wang Blues 
 
Chorus: 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   F°   C7 |   F  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   C7  |   F  |   F  | 
 |   F  |   C7  |   F  |   F  | 
 |   F  |   F°   C7 |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
Washboard Wiggles 
 
Chorus: 
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   A7  |   Dm   A7 | Dm A7 Dm | 
  
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   A7  |   Dm   A7 | Dm A7 Dm | 
  
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   C7  |   F  |   A7  | 
  
 |   Dm |   A7  |   Dm |   A7  | 
 |   Dm |   A7  |   Dm   A7 | Dm A7 Dm || 
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Washington & Lee Swing 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb   G7 |   Cm  |   Cm  | 
 |   Eb  |   A7  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Way Down Yonder In New Orleans 
 
Verse: 
 |   F ------- |   C7  |   C7  |   F  | 
 |   Dm ----- |   A7  |   A7  |   Dm | 
 |   F  |   Bb  |   F  |   G7   C7 | 
 |   F  |   Bb  |   G7  |   C7  | 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   F   Ab° |   C7  |   C7  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   Dm |   F  |   Db7 | 
 |   F  |   C7  |   F  |   F  || 
Habanera strain: 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  | 
 |   Bb  |   F7  |   F7  |   Bb  | 
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We Shall Walk Through The Valley 
(In The Shadow Of Death) 
 
Verse: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb7 |   Ab  |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Weary Blues 
(AABBA Interlude Trio) 
 
A strain: 
 |   F  |   F  |   F7   ----- |   ---------- | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
  
B strain: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 
A strain: repeat 
 
Interlude:  --------------- offbeat ---------------- 
 (   F  |   F  |   F  )   F7  | 
 
Trio: 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   Cm  |   C#° | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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We’ll Meet Again 
 
Chorus: 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   D7  |   G7  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
 
West End Blues 
 
Verse: 
 |   Eb  |   Ab7 |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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What A Friend We Have In Jesus 
 
Chorus: 
 |   F  |   F7  |   Bb  |   Bb  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F7  |   Bb  |   Bb  | 
 |   F  |   C7  |   F  |   F  | 
 
 |   C7  |   C7  |   F  |   F7  | 
 |   Bb  |   F  |   C7  |   C7  | 
 |   F  |   F7  |   Bb  |   Bb  | 
 |   F  |   C7  |   F  |   F  || 
 
What A Little Moonlight Can Do 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Cm  |   Cm  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Ebm |   Ebm | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   Ab° |   F7  |   E°  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Cm  |   Cm  |   D7  |   D7  | 
 |   Gm  |   Gm  |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Ebm |   Ebm | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Eb7 |   Bb  |   Bb  || 
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What Can I Say 
(After I Say I’m Sorry) 
 
Chorus: 
 |   F  |   F  |   Bb  |   Bb  | 
 |   Bbm |   Bbm |   F  |   F  | 
 |   F  |   Ab° |   Gm7 |   C7  | 
 |   Gm7 |   C7  |   F  |    F  | 
 
 |   F  |   F  |   Bb  |   Bb  | 
 |   Bbm |   Bbm |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   Gm7 |   C7  |   F  |   F  || 
 
What Is This Thing Called Love? 
 
Chorus: 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   G7  |   G7  |   C  |   C  | 
 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   G7  |   G7  |   C  |   C  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Ab  |   Ab  |   G7  |   G7  | 
 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   G7  |   G7  |   C  |   C  || 
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What Ya Want Me To Do? 
 
Intro:  last 4 bars of the Verse 
  
Verse: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Eb   Ab |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb   D7 | Fm7   Bb7 | 
 |   Eb  |   Eb   Ab |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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When Erastus Plays His Old Kazoo 
 
Verse: 
 |   Fm  |   Db7 |   Fm  |   Db7 | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 
 |   Fm  |   Db7 |   Fm  |   Db7 | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |  Bb7   Eb7 | 
 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
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When I Grow Too Old To Dream 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb  |   Gm  | 
 |   Bb  |   F7  |   Bb  |   Bb  | 
  
 |   Dm |   F7  |   Bb  |   Bb  | 
 |   D7  |   D7  |   Gm  |   Bb7 | 
  
 |   Eb  |   Eb  |   Bb  |   Gm  | 
 |   Bb  |   F7  |   Bb  |   Bb  || 
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When I Leave The World Behind 
 
Verse: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Gm  |   Gm  | 
 |   A7  |   A7  |   Dm |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
Chorus:  
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   Bb  |   Gm  |   Gm  | 
 |   Bb  |   Db° |   Cm7 |   F7  | 
 |   Cm7 |   F7  |   Bb  |   Bb  | 
  
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   Bb7 |   Eb  |   Ebm | 
 |   Bb  |   F7  |   Bb   Fm |   G7  | 
 |   Cm  |   F7  |   Bb  |   Bb  || 
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When I’m Walkin’ With My Sweetness 
(Down Among The Sugar Cane) 
 
Verse: 
 |   F  |   F  |   F  |   F  | 
 |   C7  |   C7  |   F  |   G7   C7 | 
 |   F  |   F  |   F  |   F  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
Chorus: 
 |   F  |   Db7 |   F  |   G7  | 
 |   C7   C° |   C7  |   G7   C7 |   F  | 
  
 |   F  |   Db7 |   F  |   G7  | 
 |   C7   C° |   C7  |   G7   C7 |   F  | 
  
 |   A7  |   A7  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   Db7 |   F  |   G7  | 
 |   C7   C° |   C7  |   G7   C7 |   F  || 
 
When Irish Eyes Are Smiling 
 
Chorus: 
 |   F  |   C7  |   F  |   F7  | 
 |   Bb  |   B°  |   F  |   F7  | 
 |   Bb  |   B°  |   F   A7 |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   C7  |   F  |   F7  | 
 |   Bb  |   B°  |   F  |   F7  | 
 |   Bb  |   B°  |   F   A7 |   Dm | 
 |   G7  |   C7  |   F  |   F  || 
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When It’s Sleepy Time Down South 
  
Chorus: 
 |   Ab  |   Abm |   Eb  |   F7  | 
 |   Fm7 |   Bb7   G7 |  Ab   Abm |   Eb   Eb7 | 
  
 |   Ab  |   Abm |   Eb  |   F7  | 
 |   Fm7 |   Bb7   G7 |  Ab   Abm |   Eb   D7 | 
  
 |   G  |   G   D° |   D7  |   G  | 
 |   G  |   G   D° |   D7  |   G   Bb7 | 
  
 |   Ab  |   Abm |   Eb  |   F7  | 
 |   Fm7 |   Bb7   G7 |  Ab   Abm |   Eb  || 
 
When Johnny Comes Marching Home 
 
Chorus: 
 |   Fm  |   Fm  |   Cm  |   Cm  | 
 |   Fm  |   Fm  |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Fm  |   C7  | 
 |   Fm  Bbm |   G7   C7 |   Fm  Bbm |   Fm  || 
 
When My Baby Smiles At Me 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F   F#° |   C7  |   C7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F  |   F  |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   Bb  |   B°  |   F  |   Bb   D7 | 
 |   G7  |   C7  |   F  |   F  || 
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When My Dreamboat Comes Home 
  
Verse: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Eb7 | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab ------- | 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Ab7 |   Ab7 |   Db  |   Db  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
When Ragtime Rosie Ragged The Rosary 
 
Verse (2x): 
 |   C  |   C  |   C  |   C7  | 
 |   F  |   Fm  |   C  |   C  | 
 |   G7  |   G7  |   C   F |   C -------- | 
 

Chorus: 
 |   C  |   C  |   G7  |   G7  | 
 |   C  |   C  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   Dm |   G7  | 
 
 |   C  |   C  |   G7  |   G7  | 
 |   C7  |   C7  |   Dm |   G7  | 
 |   C  |   C7  |   F  |   Ab7 | 
 |   C  |   D7   G7 |   C  |   C  || 
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When The One You Love, Loves You 
 
Chorus: 
 |   F  |   C+  |   F  |   F  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   C7  |   C7  |   A7  |   Dm | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   C+  |   F  |   F  | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   Bb  |   B°  |   F  |   D7  | 
 |   G7  |   C7  |   F  |   F  || 
 
When The Saints Go Marching In 
  
Verse: 
 |   F  |   F  |   Bb  |   Bb  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F  |   Bb  |   Bb  | 
 |   F  |   C7  |   F  |   F  | 
 
Chorus: 
 |   F  |   F  |   F  |   F  | 
 |   F  |   F  |   C7  |   C7  | 
 |   F  |   F7  |   Bb  |   Bbm | 
 |   F  |   C7  |   F  |   F  || 
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When We Danced At The Mardi Gras 
 
Chorus: 
 |   C  |   G+  |   C  |   C  | 
 |   C  |   C  |   G7  |   G7  | 
 |   Dm |   Dm |   G7  |   G7  | 
 |   G7  |   G7  |   C  |   G7  | 
 
 |   C  |   G+  |   C  |   C  | 
 |   C7  |   C7  |   F  |   F  | 
 |   F  |   Fm  |   C  |   A7  | 
 |   Dm |   G7  |   C  |   C  || 
 
 
When You And I Were Young, Maggie 
  
Chorus: 
 |   Eb  |   Eb7 |   Ab  |   A°  | 
 |   Eb  |   Cm  |   F7  |   Bb7 | 
  
 |   Eb  |   Eb7 |   Ab  |   A°  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  | 
  
 |   Ab  |   Ab  |   Eb  |   Eb  | 
 |   Bb  |   F7  |   Bb  |   Bb7 | 
  
 |   Eb  |   Eb7 |   Ab  |   A°  | 
 |   Eb  |   Bb7 |   Eb  |   Eb  || 
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When You Wore A Tulip 
  
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   Bb7 | 
 |   Eb  |   Eb  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
When Your Hair Has Turned To Silver 
  
Chorus: 
 |   Eb  |   Eb  |   Cm  |   Cm  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
  
 |   Fm  |   Fm  |   Bb7 |   Bb7 | 
 |   Eb  |   Gb° |   Eb  |   Eb  | 
  
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   C7  |   C7  |   F7  |   Bb7 | 
  
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   Fm7 |   Bb7 |   Eb  |   Eb  || 
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When You’re Alone Blues 
 
Verse: 
 |   Eb  |   G7  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb   B7 |   Eb  | 
 |   Abm |   Abm |   Eb   G7 |   C7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
Chorus: 
 |   G7  |   G7   C7 |   F7  |   F7  | 
 |   B7  |   B7  |   Eb  |   Eb  | 
 
 |   G7    |   C7  |   F7  |    F7  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Abm |   Abm |   Eb  |   Eb  | 
  
 |   G7    |   C7  |   F7  |    F7  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
  
 
When You’re Smiling 
  
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
  
 |   Cm  |   Cm  |   Cm7 |   Cm7 | 
 |   F7  |   F7  |   Bb  |   Bb  | 
  
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   Cm7 |   F7  |   Bb  |   Bb  || 
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Whenever You’re Lonely 
(Just Telephone Me) 
 
Chorus: 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm   |   Cm  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm   |   Cm  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Winin’ Boy Blues 
 
Chorus: 
 |   Bb7 |   Bb7 |   Eb  |   Eb   Gb° | 
 |   Bb7 |   Bb7 |   Eb  |   G7  | 
 |   C7  |   C7  |   Fm  |   Fm   Gb° | 
 |   Bb7 |   F7   Bb7 |   Eb  |   Eb  || 
 
Whip Me With Plenty Of Love 
 
Verse: 
 |   Dm   A7 |   Dm |   Dm   A7 |   Dm | 
 |   Dm   A7 |   Bb7 |   A7  |   A7  | 
 |   Dm   A7 |   Dm |   Dm   C7 |   Cm   D7 | 
 |   G7  |   C   A7 |   G7  |   C7   A7 | 
 
Chorus: 
 |   Dm   F |   Bb7   D7 |   G7   C7 |   F   A7 | 
 |   Dm   F |   Bb7   D7 |   G7  |   C7   A7 | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7   A7 | 
 |   Dm   F |   Bb7   D7 |   G7   C7 |   F  || 
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Whispering 
  
Chorus: 
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Bb  |   Db° |   Cm7 |   F7  | 
  
 |   Bb  |   Bb  |   A7  |   A7  | 
 |   Bb  |   Bb  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 |   Eb  |   Ebm |   Bb  |   Bb  || 
 
White Ghost Shivers 
(Intro AABB Breakstrain C...) 
  
Intro:   offbeat --------------------- 
 (   Cm   Fm |   Cm  )  G7 ------- |   ----------- | 
   offbeat --------------------- 
A: (   Cm |   Cm  )   Ab7 |   Ab7 | 
 |   Cm  |   G7  |    Cm |   Ab7   G7 | 
 (  Cm  |   Cm  )   Ab7 |   Ab7 | 
 |   Cm  |   G7  |    Cm   G7 |   Cm (Bb7) | 
                 *breaks 2nd x only 
B: |   Eb* ----- |   ----------- |   F7   Bb7 |   Eb  | 
 |   Eb ------- |   ----------- |   F7  |   Bb7 | 
 |   G7  |   G7  |   G7  |   G7  | 
 |   Eb ------- |   ----------- |   F7   Bb7 |   Eb  | 
 
Breakstrain: 
 |   Eb ------ |   Eb ------- |   Eb ------  |   Eb7 | 
 
C: |   Ab  |   Eb7 |   Fm  |   C7  | 
 |   Db  |   Ab   F7 |   Bb7 |   Eb7 | 
 |   Ab  |   Eb7 |   Fm  |   C7  | 
 |   Db  |   Ab   F7 |  Bb7   Eb7 |   Ab  || 
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Who Walks In When I Walk Out 
  
Chorus: 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   C7  | 
 
 |   Fm  |   Fm  |   Fm  |   Fm  | 
 |   C7  |   C7  |   Fm  |   Fm  || 
 
Who’s Sorry Now 
  
Chorus: 
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   D7  |   D7  | 
 |   G7  |   G7  |   Cm  |   Cm  | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Wild Man Blues 
 
Intro: 
 |   F7 ------- |   ------   F7 |   Bb7 ----- |  ------- Eb7 | 
 |   Ab   F7 |  Bb7   Eb7 |   Ab  |   Ab   C7 | 
 
Chorus: 
 |   Fm  |   Db7   C7 |   Fm  |   Fm  | 
 |   Fm  |   Db7   C7 |   Fm  |   Fm  | 
 |   F7  |   F7  |   Bbm |   Bbm | 
 |   Bb7 |   Bb7 |   Eb7 ----- |   ---------- | 
 
 |   Fm  |   Db7   C7 |   Fm  |   Fm   Ab7 | 
 |   Db  |   Db  |   C7  |   C7  | 
 |   F7 ------- |   ------   F7 |   Bb7 ----- |   ------ Eb7 | 
 |   Ab   F7 |  Bb7   Eb7 |   Ab  |    Ab   || 
 
Will The Circle Be Unbroken 
 
Chorus: 
 |   Ab  |   Ab  |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab  |   Eb7 | 
 |   Ab  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Eb7 |   Db  |   Ab  || 
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Willie The Weeper 
  
Verse: 
 | Gm   D7 |   Gm  |   Dm   A7 |   D7  | 
 | Gm   D7 |   Gm   Cm |   Gm  |   D7   Gm | 
 | Gm   D7 |   Gm  |   Dm   A7 |   D7  | 
 | Gm   D7 |   Gm   Cm |   Gm  |   D7   Gm | 
 
Chorus: 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb  |   Bb  || 
 
Willow Tree 
 
Chorus:  
 |   Eb7 |   Ab7 |   Eb7 |   Ab7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
 |   Eb7 |   Ab7 |   Eb7 |   Ab7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb7 | 
 
 |   Ab  |   Abm |   Eb  |   Eb7 | 
 |   Ab  |   Abm |   F7  |   Bb7 | 
 
 |   Eb7 |   Ab7 |   Eb7 |   Ab7 | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
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Wishing 
 
Chorus: 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   F  |   F  |   G7  |   G7  | 
 |   C7  |   C7  |   F   Cm |   D7  | 
 |   Gm  |   Bbm |   F  |   G7  | 
 |   C7  |   C7  |   F  |   F  || 
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Wolverine Blues 
(Intro, AABBA, Interlude, Trio…) 
  
Intro: 4 bar solo Cornet intro 
 
A: |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb  |   F  |   C7  |   F7  | 
 |   Bb  |   F7  |   Bb  |   F7  | 
 |   Bb Bb7 |   Eb   Em |   C7   F7 |   Bb  | 
 
B: |   F7  |   F7  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb ------- |   ------ ---- | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   Bb Bb7 |   Eb   Em |   C7   F7 |   Bb  | 
       2x to A strain 
Interlude:  
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 
Trio: |   Eb  |   E°  |   Bb7 |   Bb7 | 
 |   Eb  |   E°  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 ----- |   ----------- | 
  
 |   Eb  |   E°  |   Bb7 |   Bb7 | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Abm |   Eb  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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Working Man Blues 
(AABBCCC) 
  
A: |   Ab  |   Ab  |   Ab  |   Ab  | 
 |   Db  |   Db  |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 
B: |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 ----- |   ------ Eb7 |   Ab -----  |   ---------- | 
 |   Ab  |   Ab  |   Bb7 |   Bb7 | 
 |   Eb7 ----- |   Eb7 |   Ab  |   Ab  | 
 
C: |   Ab  |   Eb7 |   Ab  |   Ab7 | 
 |   Db  |   Db  |   Ab ------ |   -----------  | 
 |   Eb7 |   Eb7 |   Ab  |   Ab  || 
 
The World Is Waiting For The Sunrise 
  
Chorus: 
 |   C  |   C  |   C°  |   C°  | 
 |   C  |   C  |   E7  |   E7  | 
 |   F  |   F  |   C  |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
  
 |   C  |   C  |   C°  |   C°  | 
 |   C  |   C  |   E7  |   E7  | 
 |   F  |   F  |   C  |   A7  | 
 |   Dm |   G7  |   C  |   C  || 
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Worn Out Blues 
 
Verse: 
 |   F   Dm |   Bb7   F |   G7  |   C7  | 
 |   C7  |   F   D7 |   G7  |   C7  | 
 |   F   Dm |   Bb7   F |   G7  |   C7  | 
 |   C7  |   F   D7 |   G7  |   C7  | 
  
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   C  |   G7  |   C  |   C+  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   A7  |   A7  |   Dm |   F7  | 
 |   Bb  |   Bbm |   F  |   D7  | 
 |   C7  |   C7  |   F  |   F  || 
 
Wrap Your Troubles In Dreams 
 
Chorus:  
 |   Bb  |   Gm  |   Bb   D7 |   Gm  | 
 |   C7  |   C7  |   Cm   F7 |   Bb   F7 | 
  
 |   Bb  |   Gm  |   Bb   D7 |   Gm  | 
 |   C7  |   C7  |   Cm   F7 |   Bb   D7 | 
 
 |   Gm   A7 |   D7   G7 |   C7   F7 |   Bb   D7 | 
 |   Gm   A7 |   D7   G7 |   C7   F7 |   Bb   F7 | 
 
 |   Bb  |   Gm  |   Bb   D7 |   Gm  | 
 |   C7  |   C7  |   Cm   F7 |   Bb  || 
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Yama Yama Man 
  
Verse: 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   Bbm |   F7  |   Bbm |   Bbm | 
 |   Bbm |   Bbm |   Bbm |   Bbm | 
 |   Fm  |   C7  |   F7  |   F7  | 
 
Chorus: 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   C7  |   F7  |    F7  | 
  
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 |   Eb  |   Ebm |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
Yearning 
 
Chorus: 
 |   F  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   C7  | 
  
 |   F  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F   E7 | 
  
 |   Am  |   Am  |   E7  |   E7  | 
 |   E7  |   E7  |   Am  |   C7  | 
  
 |   F  |   Bb  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  || 
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Yellow Dog Blues 
 
Verse: 
 |   Eb  |   Eb  |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 
Chorus: 
 |   Eb  |   Fm   F#° |   Eb7 ----- |   ---------- | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  || 
 
Yes She Do, No She Don’t 
(I’m Satisfied With My Gal) 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  | 
 
 |   D7  |   D7  |   G7  |   G7  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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Yes Sir! That’s My Baby 
 
Chorus: 
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  | 
  
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
  
 |   F  |   F  |   C7  |   C7  | 
 |   C7  |   C7  |   F  |   F  || 
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Yes! I’m In The Barrel 
 
Intro: 
 | Cm G7 Cm - | Cm G7 Cm - | Cm G7 Cm - | Cm G7 Cm - | 
Vamp: 
 | Cm G7 Cm - | for 16 bars 
 
Chorus: 
 |   Eb  |   Eb  |   Cm  |   Cm  | 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   Eb  |   Eb7 |  Ab C7 Fm | 
 |   Eb7 |   Eb7 |   Ab  |   Ab   Bb7 | 
 |   Eb  |   Eb   Eb7 |   Ab   Eb |   Bb7  Eb || 
 
Verse: 
 |   Cm  |   Cm  |   Cm   G7 |   Cm  | 
 |   Cm  |   Gm  |   Gm   D7 |   Gm   G7 | 
 |   Cm  |   Cm  |   Cm   G7 |   Cm  | 
 |   Ab   Eb |   Bb7  Eb |   Bb   G° |   Bb7 | 
 
Blues Chorus: 
 |   Eb  |   Ab7 |   Eb  |   Eb7 | 
 |   Ab7 |   Ab7 |   Eb  |   Eb  | 
 |   Bb7 |   Ab7  Bb7 |   Eb  |   Eb  | 
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(Your Lips Tell Me No! No!, But There’s) 

Yes! Yes! In Your Eyes 
 
Chorus: 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 
 |   Bb7 |   Bb7 |   Bb7 |   Bb7 | 
 |   Eb  |   Eb  |   Eb  |   Eb  | 
 
 |   Eb  |   Eb7 |   Ab  |   Ab  | 
 |   Abm |   Abm |   Eb  |   Bb7 | 
 
 |   Eb  |   Eb  |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
 
You Always Hurt The One You Love 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Db° |   F7  |   F7  | 
  
 |   Cm  |   Cm7 |   Cm7 |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 
 |   Bb7 |   Bb7 |   Eb  |   Eb  | 
 |   C7  |   C7  |   F7  |   F7  | 
  
 |   Bb  |   Bb  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
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You Are My Sunshine 
 
Chorus: 
 |   F  |   F  |   F  |   F7  | 
 |   Bb  |   Bb  |   F  |   F7  | 
 |   Bb  |   Bb  |   F   A7 |   Dm | 
 |   F  |   C7  |   F  |   F  || 
 
You Call Everybody Darling 
 
Chorus: 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb  |   F7  |   F7  | 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   C7  |   C7  |   F7  |   F7  | 
 
 |   Bb  |   Bb  |   Bb  |   Bb  | 
 |   Bb  |   Bb7 |   Eb  |   Eb  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
  
You Can Depend On Me 
 
Chorus: 
 |   Gm7 |   C7  |   F  |   F   Ab° | 
 |   Gm7 |   C7  |   F  |   F  | 
 
 |   Gm7 |   C7  |   F  |   F   Ab° | 
 |   Gm7 |   C7  |   F  |   F  | 
 
 |   F7  |   F7  |   Bb  |   Bb  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   Gm7 |   C7  |   F  |   F   Ab° | 
 |   Gm7 |   C7  |   F  |   F  || 
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You Can’t Get To Heaven That Way 
 
Chorus: 
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Eb7 | 
 
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 |   Ab  |   Eb7 |   Ab  |   Ab  | 
 
 |   Cm  |   Cm  |   Cm  |   F7  | 
 |   Eb  |   Eb  |   Bb7 |   Eb7 | 
  
 |   Ab  |   Eb7 |   Ab  |   Dbm | 
 |   Dbm |   Eb7 |   Ab  |   Ab  || 
 
You Don’t Understand 
 
Chorus: 
 |   Eb  |   D7   G7 |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
 |   Eb  |   D7   G7 |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  | 
 
 |   Eb7 |   Eb7 |   Ab  |   Ab  | 
 |   F7  |   F7  |   Bb7 |   Bb7 | 
 
 |   Eb  |   D7   G7 |   C7  |   C7  | 
 |   F7  |   Bb7 |   Eb  |   Eb  || 
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You Made Me Like It, Baby 
 
Chorus: 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb  |   Eb  |   Bb  |   Bb  | 
 |   F7  |   F7  |   Bb  |   Bb7 | 
 
 |   Eb  |   Eb  |   Bb7 |   Bb7 | 
 |   Bb7 |   Bb7 |   Eb  |   Bb7 | 
 |   Eb7 |   C7  |   Fm  |   Abm | 
 |   Eb  |   Eb  |   Bb7 |   Eb  || 
 
You Made Me Love You 
(When I Saw You Cry) 
 
Chorus: 
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   C7  |   C7  |   Fm  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
  
 |   Ab  |   Ab  |   Bb7 |   Eb7 | 
 |   C7  |   C7  |   Fm  |   Ab7 | 
 |   Db  |   F°  |   Ab  |   F7  | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
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You Need Some Lovin’ 
 
Chorus: 
 |   G7  |   G7  |   C7  |   C7  | 
 |   F7  |   F7  |   Bb ------ |   --------- | 
 |   G7  |   G7  |   C7  |   C7   F7 | 
 |   Bb  |   Bb7 |   Eb   |   E°  | 
 |   G7  |   C7   F7 |   Bb  |   Bb  || 
 
You Tell Me Your Dream 
(I’ll Tell You Mine) 
 
Chorus: 
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   F7  |   F7  |   F7  |   F7  | 
 |   Bb  |   B°  |   F7  |   F7  | 
  
 |   Bb  |   A7  |   Bb  |   G7  | 
 |   C7  |   C7  |   C7  |   C7  | 
 |   Eb  |   E°  |   Bb  |   G7  | 
 |   C7  |   F7  |   Bb  |   Bb  || 
 
You Were Meant For Me 
 
Chorus: 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   F  |   F  | 
 |   D7  |   D7  |   G7  |   G7  | 
 |   G7  |   G7  |   C7  |   C7  | 
 
 |   C7  |   C7  |   F  |   F  | 
 |   C7  |   C7  |   A7  |   A7  | 
 |   D7  |   D7  |   Gm  |   Gm  | 
 |   C7  |   G7   C7 |   F  |   F  || 
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You Were Only Fooling 
(While I Was Falling In love) 
 
Chorus: 
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Db  |   Eb7 |   Ab  |   Ab  | 
 |   Eb7 |   Eb7 |   C7  |   Fm  | 
 |   Bb7 |   Bb7 |   Eb7 |   Eb7 | 
 
 |   Ab  |   Ab  |   C7  |   C7  | 
 |   Db  |   Eb7 |   Ab  |   F7  | 
 |   Bbm |   Eb7 |   Ab   Fm |   C7   Fm | 
 |   Bb7 |   Eb7 |   Ab  |   Ab  || 
 
You’re An Old Smoothie 
 
Chorus: 
 |   G7  |   C7  |   F   Cm |   D7   G7 | 
 |   F7  |   Bb   F |   C7  |   A7   D7 | 
 
 |   G7  |   C7  |   F   Cm |   D7   G7 | 
 |   F7  |   Bb   F |   C7  |   F  | 
 
 |   A  |   E7  |   A  |   E7  | 
 |   C  |   G7  |   C  |   C7  | 
 
 |   G7  |   C7  |   F   Cm |   D7   G7 | 
 |   F7  |   Bb   F |   G7   C7 |   F  || 
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Yours And Mine 
 
Chorus:  
 |   C  |   C#° |   Dm |   G7  | 
 |   C  |   C#° |   Dm7 |   G7  | 
 |   E7  |   E7  |   F  |   Fm  | 
 |   C  |   G7  |   C  |   G7  | 
 
 |   C  |   C#° |   Dm |   G7  | 
 |   C  |   C#° |   Dm7 |   G7  | 
 |   E7  |   E7  |   F  |   Fm  | 
 |   C  |   G7  |   C  |   C  || 
 
You’ve Been A Good Old Wagon 
(But You’ve Done Broke Down) 
 
Chorus: 
 |   F    |   F  |   F  |   F7  | 
 |   Bb7 |   Bb7 |   F  |   F  | 
 |   A7  |   Dm |   A7  |  Dm   Db7 | 
 |   F   D7 |   G7   C7 |   F  |   F  || 
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You’ve Gotta See Mamma Ev’ry Night 
(Or You Can’t See Mamma At All) 
 
Intro: 
 |   F   C+ |   F   D7 |   G7   C7 |   F  | 
 
Verse: 
 |   F  |   Ab° |   C7  |   F  | 
 |   F   Ab° |   C7  |   C7  |   F  | 
 |   F  |   Ab° |   C7  |   F  | 
 |   C   G7 |   C   Am |   G7  |   C7  | 
 
Chorus: 
 |   F   C+ |   F   D7 |   G7   C7 |   F  | 
 |   F   C+ |   F   D7 |   C   G7 |   C7  | 
 |   F7 ------ |   F7 ------- |   Bb ------- |   B°  | 
 |   F   C+ |   F   D7 |   G7   C7 |   F  || 
 
Patter: 
 |   F   Ab° |   Gm   C7 |   F   Ab° |   Gm   C7 | 
 |   F   F7 |   Bb   B° |   F  |  G7 C7 F C+ | 
 |   F   Ab° |   Gm   C7 |   F   Ab° |   Gm   C7 | 
 |   F   F7 |   Bb   B° |   F  |  G7 C7 F C+ | 
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Zero 
(I Never Knew What A Gal Could Do) 
     
Intro: 
 |   C  |   F7  |   C  |   G7 ----- | 
 
Verse: 
 |   C  |   C  |   Ab7   G7 |   C  | 
 |   C  |   C  |   D7  |   G7  | 
 |   G   D7 |   G   D7 |   G  |   G  | 
 |   G   D7 |   G   D7 |   G --  D7 --  |   G7  | 
 
Chorus: 
 |   C  |   C  |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   C  | 
 
 |   C  |   C  |   A7  |   A7  | 
 |   D7  |   D7  |   G7  |   G7  | 
 
 |   C  |   C  |   C7  |   C7  | 
 |   F  |   F  |   F#° |   F#° | 
 
 |   C  |   C  |   A7  |   A7  | 
 |   D7  |   G7  |   C  |   C  || 
 
 
 
 
 
 




