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This lecture-recital investigated the lineage of 

French composers who were influenced by jazz during the 

first half of the twentieth century, with a focus on 

compositions from the solo trombone repertory. 

Historically, French composers, more than those of 

other European countries, showed an early affinity for the 

artistic merits of America's jazz. This predilection for 

the elements of jazz could be seen in the selected 

orchestral works of Les Six and the solo compositions of 

the Paris Conservatory composers. 

An examination of the skills of major jazz trombonists 

early in the twentieth century showed that idioms resulting 

from their unique abilities were gradually assimilated into 

orchestral and solo repertory. Orchestral works by Satie, 

Milhaud, and Ravel works showing jazz traits were 

investigated. Further, an expose of the solo trombone 

works emanating from the Paris Conservatory was presented. 

Although written documentation is limited, comparisons 

between early recorded jazz trombone solos and compositions 



for orchestral and solo trombone was established. These 

comparisons were made on the basis of idiomatic jazz 

elements such as high-tessitura ballad melodies, blue 

tonalities and harmonies, syncopated rhythms, and many of 

the aspects of style associated with improvisation. All 

major French solo trombone repertory to mid-century was 

surveyed and examined. 
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CHAPTER I 

THE INFLUENCE OF JAZZ ON FRENCH COMPOSERS 

Historical Overview 

Jazz, originating in America, made its first important 

impact as an art form in Europe. Coming from the Negro 

culture, America's jazz found its roots in the cakewalks, 

hymns, coon songs, and ragtime music of the nineteenth 

century.1 As early as 1935, Robert Rogers wrote in the 

Musical Quarterly that "[America] needed the prompting of 

her European elders before she realized [jazz] developments 

. . . could be a definite contribution towards the growth 

of an art-music." Of the European countries attracted to 

jazz, France seemed the most intrigued by its artistic 

qualities. The French revered the jazz band and imported 

both black and white bands to perform in dance halls and on 

the concert stage. They heard in the music a contradictory 

array of contrapuntal noises and rhythms performed through 

the simple medium of an easy and ordinary dance hall tune. 

George Auric stated that practically every French composer 

^Cakewalks and coonsongs are nineteenth-century 
American folk tunes with dance-like rhythms. 

2 
Robert Rogers, "Jazz Influence on French Music," 

Musical Quarterly, XXI (January, 1935), p. 53. 



since Claude Debussy was affected by its spirit and 

rhythmic individuality. He further stated that "jazz woke 

us up, . . . let us plug our ears . . . no more.""* Debussy 

had already composed his "Golliwog's Cakewalk," a part of 

his suite The Children's Corner, but it failed to capture 

the real spirit of the true jazz dance. 

Other factors besides the importation of America's 

jazz musicians made jazz familiar to Europeans. The 

invention of the phonograph recording quickly disseminated 

jazz throughout Europe and played a primary role in its 

acceptability and influence. French composers often 

traveled to America's night clubs to hear "genuine" jazz 

music and to learn to imitate its sound. 

Evidence suggests that much of this music was not the 

"genuine" New Orleans article, but instead a music purged 

of its alleged primitivism, with a veneer of European 

refinement.4 Some down-to-earth jazz may have been heard 

in the small bistros of Paris and London, but if the 

European taste was anything like that of middle-class 

America, most of what passed for jazz in the leading hotels 

and fashionable clubs of Europe was commercial dance music, 

carefully planned and purified."* 

3 
David Baskerville, "Jazz Influence on Art Music to 

Mid-Century," unpublished doctoral dissertation, School of 
Music, University of California, Los Angeles, California, 
1965, p. 104. 

4Ibid., p. 103. 5Ibid., p. 103. 



It was as difficult to define jazz during the early 

twentieth century as it is today. Early jazz took on two 

roles: 1. what is today called commercial music, and 2. 

the more eclectic art form. 

A cusory summation of the early history of jazz is 

reflected in the following statement: Jazz was the 

combination of an influence of European traditional music 

on the African Negro in a white American society. Negro 

minstrelsy, with its syncopated ragtime rhythms, in turn 

influenced white American music like the cakewalk and coon 

song. This combination of rhythm and melody eventually led 

to music called ragtime. Early rags were in fact called 

coon songs. 

The center of jazz development took place primarily 

within the Negro bands around New Orleans. Having been 

strongly influenced by the French military band tradition, 

the music they created was more wind-oriented than the 

piano music called ragtime. Another important difference 

between ragtime and New Orleans music was the improvisatory 

factor. Ragtime music was generally pre-composed before 

performance, and the New Orleans style music was more 

improvisatory. These New Orleans jazz bands performed for 

many varied occasions. Weddings, parades, picnics, 

political rallies, holiday celebrations, riverboat 

entertainment, concerts, dances, and even funerals all 

called for a variety of music, that consisted of marches, 



polkas, waltzes, and other dances mixed with the blues, 

hymn tunes, coon songs, and cakewalks. 

By 1920 ragtime had merged with New Orleans' jazz, and 

the musicians "quit marching and turned to playing for 

dancing and night clubs."6 The addition of the ragtime 

piano to the New Orleans rhythm section--bass, drums, and 

banjo or guitar—freed the "front-line" musicians, usually 

trumpet, trombone, and clarinet, to more fully express 

their musical inclinations through improvisation. 

With the closing of the Negro district of New Orleans 

called Storyville and the advent of phonograph recordings, 

musicians quickly gravitated to major metropolitan cities 

like Chicago and New York City. It was here that the white 

counterpart to the Negro's jazz developed. The white 

commercial jazz sound was glossy, purified, and less 

spontaneous and improvisatory. 

For the purposes of working within the context of this 

study, early jazz may be described as follows: 

. . . jazz is a vocal or instrumental music for solo 
or group performance which is sometimes written down, 
other times improvised. It is usually based on a 
regularly flowing rhythm against which occur, from 
time to time, polyrhythms and syncopations: jazz 
improvisers and arrangers normally use popular songs 
and^employ them in a theme and variations technique: 
until ca. 1950 jazz has been based on western European 
tonal harmony, which performers often add "blue" 

6Baskerville, op. cit., p. 38. 



tonality and special timbres: jazz occurs only when 
the music is performed in a jazz style.7 

Once the type of 1920s jazz has been defined, it is 

difficult to surmise whether the listener (composer) in 

fact captured the essence of what he perceived to be jazz. 

While Igor Stravinsky is generally credited with 

breaking the serenity of impressionistic France, the 

philosophical bent of composer Erik Satie and his 

intellectual counterpart Jean Cocteau gravitated toward 

this simple, direct jazz music with its complicated rhythm. 

The anti-romanticism of the twentieth century seemed caught 

up in the performance of jazz. They especially liked the 

assortment of sounds created by such a relatively small 

medium as the jazz combo. Satie and the loose collection 

of French composers called Les Six--Darius Milhaud, Francis 

Poulenc, Arthur Honegger, George Auric, Louis Durey, and 

Germaine Talleferre--led the movement to incorporate jazz 

into their music. 

Other major composers in France at the time were Igor 

Stravinsky and Maurice Ravel, both of whom revealed a 

definite interest in jazz. Though Stravinsky is often 

considered to be the first composer who incorporated jazz 

into his music at the time he conceived his Ragtime for 11 

7Baskerville, op. cit., p. 217. 
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Instruments (1918) and L'Histoire du Soldat (1918), he had 

not heard any jazz "first hand." 

The earliest example of a French composition to truly 

borrow from the jazz idiom is a 1917 ballet by Erik Satie 

entitled Parade. This work represents a collaboration of 

"cubist" elements, with Cocteau designing the scenario, 

Leonide Massine the choreography, and Pablo Picasso the 

costumes and set. This work predates Stravinsky's jazz 

compositions and consists of a bewildering array of lyric 

melodies, driving ostinatos, learned fugato, circus and 

Chinese music along with dance hall tunes, Negro 

jazz-music, and a direct quotation from Irving Berlin's 

T h a t Mysterious Rag. French critic Paul Collaer reported 

that Parade " . . . caused a terrible hubbub. The public 

and critics understood nothing of the choreography, the 

decor, or the music [and] the publicity was unbelievable."8 

The reaction to Parade was similar to that of Stravinsky's 

Le Sacre du Printemps: a shock from which the critics had 

not yet recovered. Satie's audacious act of transplanting 

and transforming American popular music into the world of 

European art music opened the way for others. Parade can 

be seen as ushering in a new French music and as a 

foreboding of things to come. Ironically, Satie never 

again wrote jazz-influenced compositions. 

8Ibid., p. 101. 



The same year that Satie's Parade ballet was produced 

in Paris, Francis Poulenc wrote a Rapsodie negre for small 

orchestra. In 1924 he wrote a ballet for Serge Diaghilev, 

L®® Biches, that was successfully premiered in Monte Carlo. 

The choreography was by Vaslav Nijinski and the ballet is 

still occasionally performed. One act included a movement 

which Poulenc called a "Rag-Mazurka." As with Debussy's 

cakewalk, this movement misses the essence of ragtime and 

contains no syncopation or rag-like effects. Further, its 

harmony is traditionally European and does not even hint at 

the blue orientation of America's jazz. Following this 

experiment, Poulenc no longer pursued jazz in any 

significant way.^ 

While Arthur Honegger did not profess "to the cult of 

the music hall and street fair,"10 he did borrow from 

American popular music in a cautious manner. Blue harmony 

is reflected in "Je fus cocu dans le peche," part twenty of 

h i s R o i David oratorio composed in 1923. He also wrote 

a Prelude and Blues for the unlikely combination of four 

harps. The most important example of Honegger's use of 

jazz elements occurs in his Concerto for Piano and 

Orchestra, written in 1924. Like most jazz-influenced work 

of the 1920s, the concerto confused the critics. While no 

hints of jazz appear in the opening Allegro of this single 

9Ibid., p. 105. 10Ibid., p. 107. 
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movement work, the Larghetto that follows features the 

trombone used to continually interrupt the semi-pastoral 

mood. The muted trombone reappears in the final section 

with instructions for "un peu vibre," (with more vibrato) a 

timbral trait borrowed directly from the jazz trombonist. 

Probably the most important compositions to emerge and 

survive from these early French experiments are those of 

Darius Milhaud. His first ballet, Le Boeuf sur le toit 

(1919) ("The Bull on the Roof," a Brazilian popular song 

and later the name of a Parisian night club) relies on the 

syncopation and pulsating rhythm of American jazz as well 

as elements of Latin American dance music. Another early 

jazz-flavored composition is Caramel mou, composed for a 

1920 avant-garde show staged by Les Six. It contains a 

"shimmy" which accompanies a Negro dancer and includes a 

sung text by Cocteau. Its instrumentation is that of the 

Dixieland band: clarinet, saxophone, trumpet, trombone, and 

percussion. 

Milhaud was intrigued by the differences between 

Europe's popular dance music and that which he 

characterized as the "new music from America."11 Using a 

colorful array of adjectives to describe the instruments of 

the jazz band, he characterized the trombone as lyrical, 

glancing with its slide over quarter-tones in crescendos 

of volume and pitch, thus intensifying the feeling."12 He 

11Ibid, p. 118. 12Ibid, p. 119. 



credits the timbre and rhythm of Billy Arnold's dance 

orchestra with giving him the inspiration to incorporate 

jazz into a chamber work. "But first [he stated], I had to 

penetrate more deeply into the arcana of this new musical 

form whose techniques still baffled me."13 Of the Billy 

Arnold concerts that took place in Paris in 1920, Milhaud 

wrote: 

. . . [the band] went from strength to strength since 
I heard them in London. The public, accustomed to 
concerts of so-called serious music or restaurant 
music in a hall that had been graced by the presence 
of so many distinguished virtuoso: but gradually it 
yielded to the lure--that is, the langorous charm of 
the blues and the exciting clamor of ragtime and its 
intoxicating freedom of the melodic lines.14 

In a 1923 magazine article entitled "The Jazz Band and 

Negro Music," Milhaud made distinctions between the Negro 

and white dance band concerning size, instrumentation, 

structure, timbre, and composition.1^ He characterized the 

large white jazz orchestras as mechanized and too precise. 

Of the Negro bands that he heard in Harlem, he stated: 

From the technical point of view [the Negroes] 
seem to have greater ease; each instrument follows its 
own melodic line and improvises in accordance with the 
harmony of the piece. We are constantly presented 
with a play of lines often disconcertingly complex.16 

He was also aware of the social conditions from which the 

beginning of jazz flowed: 

13 
Darius Milhaud, Notes Without Music. p. 118. 

" a i d - 15Ibld.. p. 128. 

16Ibid. 
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The Negro dance music still has a savage arid 
African character; the intense and insistent rhythms 
and the melodies in which there is something desperate 
and tragic . . . It is not unusual in Harlem to hear a 
Negress singing the same melody for over an hour, an 
often poignant melody with a pattern as pure as any 
classic recitative.17 

After returning from an American visit in 1923, 

Milhaud began to work on La Creation du monde, a ballet 

with a scenario based on African folklore and whose subject 

casts the characters of a Negro Adam and Eve. He stated 

that with this ballet he at last had an opportunity to 

incorporate those elements of jazz to which he had devoted 

18 

so much study. The instrumentation, similar to that of 

the Harlem bands (trumpet, trombone, saxophone, piano, and 

percussion), is augmented by two flutes, two violins, 

cello, and double bass. The ballet is considered to be one 

of his best works today, but was heavily criticized at the 

time of its initial performance. 

It consists of an overture and five sections that con-

tinue without interruption. The use of trombone glissandi 

dominates the overture. On its second entrance, the 

trombone slides into a "blue" ^ or flattened seventh degree 

of the key of C major established by the piano (Fig. 1). 

^Notes Without Music, p. 128. 

18lbid., p. 147. 

19 
The jazz term "blue11 commonly describes the 

flattening of the third and seventh degree of the maior 
scale. u 
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Fig. 1--Darius Milhaud, La Creation du Monde, measures 

The first section, a jazz theme treated in a fugal 

manner, is presented by both the rhythm section and "front 

line" instruments, first the double bass, then the 

trombone, followed by the saxophone, and finally the 

trumpet. This is perhaps the first jazz fugue ever 

written20 (Fig. 2). 

20 
Baskerville, op. cit., p. 130. 
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Fig. 2--Darius Milhaud, La Creation du Monde, measures 
1 0 7 - 1 2 1 . 

The second section does not use trombone but is infused 

with the harmonic structure of the blues and is dominated 

by a lyrical oboe. The main character of the third section 

lies in its rhythmic pattern of three against two, in which 
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the trombone plays a role. The next section, called the 

Dance of Desire," centers around a clarinet playing a 

typical, jazz "le hot" solo. Later, this fiery melody is 

accompanied by a stereotyped jazz counter-melody in the 

trombone. The finale recalls the blues played earlier by 

the oboe as well as other previously exposed melodies. The 

trombone, however, is not used in this section. 

Milhaud s concept of the blue note in La Creation has 

more to do with interchangeable major/minor mode than the 

flattened scale degrees of the blues. He does manage to 

obtain a sense of blues by mixing the microsteps of the 

glissando with the vibrato technique. 

Aaron Copland, in 1928, maintained that "In La 

Creation, Milhaud has provided the repertory of 

jazz-influenced art music with at least one authentic small 
21 

masterpiece." Milhaud1s own characterization is that he 

had made use of the jazz style to convey what he felt was a 

"purely classical feeling. 

The French composer Maurice Ravel, though not a member 

of Les Six, was decidedly intrigued with jazz during the 

early 1920's. His Sonata for Violin and Piano (1923) 

shows the first definite influences of America's music on 

his composition. In 1925, he premiered L'Enfant et les 

21 
Aaron Copland, "Jazz Structure and Influence," 

Modern Music, Jan.-Feb. 1927, V. IV, No. 2, p. 14. 
22 
Milhaud, ojn cit. , p. 147f. 
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Sortileges, a work that also portrays the jazz feeling by 

using a fox-trot rhythm. Ravel was also infatuated with 

the Negro and white jazz bands imported to France and 

according to Ravel biographer, Madeleine Goss, "The more 

crowded they (the night spots) were, the denser the smoke, 

the noiser the music, the better he (Ravel) liked it."23 

Since exotic rhythms pervade almost all of his 

compositions, Ravel seemed most compelled by the rhythms of 

jazz. He was of the opinion that "jazz was the most 

important contribution of modern times to the art of 

music. 

His first acknowledgement of American jazz appears in 

L'Enfant et les Sortileges. Jazz elements appear initially 

through a muted trombone smear that upsets the equilibrium 

of the piece and later through a "hot" jazz solo in a 

typical accompanying role. Later in the composition, Ravel 

writes for two wildly smearing trombones and marks a 

trombone passage "vibre avec la coulisse" (with slide 

vibrato) and also "molto expressivo, portando" (much 

expressive sliding) (Fig. 3). This style, predating the 

Tommy Dorsey sound, was idolized by French musicians—even 

the (French) horn players adopted it. 

23 
Madeleine Goss, Bolero, The Life of Maurice Ravel 

(New York, 1940), p. 24TT 

24 V i c t o r S e r o f f» Maurice Ravel (New York, 1953), p. 
Zm tm Jf JL • 
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Fig. 3--Maurice Ravel, L'Enfant et les Sortileges, 
measures 330-331. 

Finally a fortissimo trill appears, a technique that was 

not a common convention for orchestral trombonists during 

this period. This was probably an imitation of an animal 

sound that was created by shaking the instrument on the 

embouchure (Fig. 4). 
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During the late 1920's, Ravel worked on two piano 

concertos simultaneously. One was a commissioned work for 

the left hand only and the other his Concerto in G. He 

conceived the two quite differently and admits that he used 

many jazz effects in the Concerto for Left Hand Alone.25 

25 
Rollo Myers, Ravel: Life and Works (New York. 

1969), p. 176. 
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The dark and mysterious "jungle sounds" of the opening of 

the work are followed by the introduction of the piano and 

26 

a portion that Ravel referred to as his "jazz section." 

This allegro section begins with a fortissimo trombone 

smear. Later, a trombone solo sets a "blue" mood, 

accompanied by the jazz-like tapping of the snare drum. 

Among interesting trombone sounds are some very exotic 

sounding staccato notes that may allude to the jungle. The 

final five measures are begun by three trombones playing 

glissandi, a technique strongly reminiscent of the early 

jazz bands as they would stomp to a flourishing finish. 

Ravel's Concerto in G, although not as overtly 

influenced by jazz, does borrow from the idiom. For 

instance, Ravel uses a small orchestra typical of the 

size of the early dance orchestras. The first section, 

with its "blue" harmonic implications, has the "ricky-

ticky" sound of the early Dixieland band. The second 

movement seems completely devoid of any jazz implications, 

especially from the trombonist's perspective, but the final 

movement, marked "presto," is characterized by several 

"hot" solos that involve the trombone. He seems to 

satirize the wind instruments of the small jazz band with a 

trio of trombone, horn, and trumpet doing the "funny hat 

26Ibid. 
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27 

routine." Another jazz trombone device employed is the 

"talking effect" executed by a quick glissando combined 

with a descending chromatic figure. 

Although written as an experiment in 1929 using a 

Latin dance rhythm, Ravel's Bolero remains his most popular 

work and provides, even for today's trombonist, a demanding 

solo. Initially, Ravel's simple solo was unomamented, but 

within a short time this had been changed, probably by the 

Paris Conservatory trombone teacher, in an effort to make 
28 

it sound more jazzy. 

Ravel had heard the young Leo Amaud-Vauchant at 
Le Boeuf sur le Toit and was intrigued by the way he 
played percussion and trombone. Leo was invited to 
Ravel's home in Montford-L'Amanry. For the next four 
years Leo spent most Fridays "trading ideas" on music 
and French cuisine with the composer. It was during 
this period that Ravel composed Bolero. Leo recalls 
that Ravel wrote the melody with "a flamenco gypsy 
woman doing her work" in mind.29 

Aaron Copland credits Satie and Les Six with showing 

the world that " . . . the creative musician was no longer 

the high priest of art but a regular fellow who liked to go 

27 
The "funny hat" school of jazz, was represented at 

one time by Ted Lewis and his squealing clarinet and 
battered "topper." Lewis along with his trumpeter and 
trombonist, would humorously joust about the stage while 
trading musical ideas with one another. 

28 
Michel Laplace, "Ravel and the 'New' Trombone," 

Brass Bulletin 47, 1984, p. 34. 

29 
George Broussard, "A Musician's Odyssey; The Life 

and Times of Leo Arnaud," International Trombone 
Association Journal. XIII, No. 2, April 1985, p. 28. 
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to the night clubs like everybody else."^® While none of 

these composers continued to pursue the jazz idiom, it is 

important for the purpose of this study to note that in 

nearly all of their jazz-influenced compositions, the 

trombone signified or symbolized the work's incorporation 

of America's art form. 

30 

79. 
Aaron Copland, Our New Music (New York, 1941), p. 



CHAPTER II 

JAZZ INFLUENCES ON TROMBONE PERFORMANCE PRACTICE 

Jazz Elements and Identifiable Traits 

By 1920 the elements and characteristics of jazz were 

solidified. Further discussion necessitates an examination 

of the same parameters that are the basis of all music: 

melody, harmony, rhythm, timbre, texture, and form and, 

more prevalent in jazz, improvisation. 

The presentation of jazz music was structured around 

the "blues'* form. Actually the term "blues" is used in two 

ways, the first of which refers to "blue" notes of a 

melodic and harmonic nature. These are created by 

"bearing down" or flattening the third and seventh degrees 

of the major scale. Secondly, the "blues" can imply a 

formal structure, one that is poetic in nature as well as 

musical and that evolved from the application of Negro 

commentary, both religious and secular, into the 

twelve-measure form of today. 

The rhythm of jazz played the most prominent role over 

all other musical elements in the beginning. Its 

freshness, freedom, and vitality account for the early 

appeal of jazz. Contrary to common speculation, jazz 

rhythms can be found in the music of Latin and Asian 

20 
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cultures. Quickly identifiable jazz rhythms are those of 

ragtime, dixieland, and swing. Rather than investigate the 

devices of these rhythms, it may be more useful to 

understand the elements which give jazz its drive and 

spirit. The most simple jazz rhythms are derived from the 

march and polka styles that produce an "oom-pah, oom-pah" 

sound. The dixieland style began around this basic 

stomping ostinato, with various members of the rhythm 

section embellishing on this steady pattern, thus creating 

a polyrhythmic effect. Aaron Copland stated in 1928: "Its 

polyrhythm is the real contribution of jazz."1 Combining 

the steady, incessant rhythm with the improvisatory aspects 

of the "front line," musicians created a diversity of 

accents often difficult to notate. Most classical 

composers influenced by jazz performances missed this 

fundamental essence of jazz rhythm. 

The harmonic and melodic existence of the lowered 

third and seventh degree of the major scale are not seen 

solely in jazz, but the consistency with which these are 

used is unique to this idiom. Most of the other expansions 

or alterations of traditional harmonic and melodic content, 

other than blue notes, can be attributed to the 

improvisational factors associated with jazz. There are 

1Aaron Copland, "Jazz Structure and Influence", Modern 
Music, Jan.-Feb. 1927, V. IV, No. 2, p. 13. 
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many melodic cliches that are identified with jazzj one 

unmistakable one is that of the descending chromatic line 

at the end of a phrase. 

The timbre and texture of the early jazz bands evolved 

primarily from the desire to imitate the human voice 

with the instrument. This accounts for the whole array of 

rising, falling, twisting, turning, and shaking sounds 

coming from the jazz instrumentalist. The trombonist, in 

particular, invented techniques such as slides, scoops, 

smears, shakes, grunts, bends, and cries. With the many 

varietal timbres of muting, tonguing, and moving the slide 

these communicative effects could be managed. Lack of 

formal training also led to all kinds of uninhibited 

possibilities. The previously noted experiments with 

vibrato led to the cantabile style especially personalized 

by Tommy Dorsey. A multitude of muting devices grew out of 

the search for variety. Finally, the dynamic range 

increased because of the necessity to play the music loud 

and fast in order to be "hot." 

The unique act of simultaneous composition and 

performance, called improvisation, is the single most 

distinguishing property of jazz. Early jazz was considered 

to be chaotic, which held a certain attractiveness for the 

French composer. The musical diversity created by the 

members of a jazz group, sometimes carefully planned, was 

mainly the result of improvisation. The ability to 
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improvise in most cases is reliant upon the artist's 

background and subconscious memory as well as his physical 

and technical skills. Improvisation accounts for the 

development of the personal and xdentifiable sound created 

by each individual artist. 

The Position the of Trombone in the Jazz Band 

Because jazz is not a notated language, recordings 

have become an important scholarly documentation of the art 

form. Idioms peculiar to the trombone developed throughout 

the early twentieth century, and these conventions found 

their way into French composers' art music. 

The most common early term associated with the early 

jazz trombonist is "tailgating." This term is quite 

naturally derived from the position of the trombonist on 

the parade wagon, who needed room to move his slide as he 

rode. He therefore played on the tailgate. Miff Hole is 

usually regarded as the quintessential "tailgate" trombone 

player. His use of dramatic devices such as smears, 

shakes, glissandi, rips, and other vocal manifestations, 

set the style of his trombone-playing contemporaries. 

Tommy Dorsey once called him the Babe Ruth 

of the trombone. The following example of the 1929 

2 . — — — — — — — — — 

David Baker, Jazz Styles and Anaylsis: Trombone 
(Chicago, 1973), p.-"917 

3Ibid. 



24 

recording of That's Aplenty illustrates not only the 

tailgating glissandi but shows a propensity for angular 

lines in the improvised melody (Fig. 5). 

Fig. 5—Milford (Miff) Irving Mole, That's Aplenty. 

Another early jazz trait associated with the trombone 

was the outlining or accentuation of the bass line. The 

following example is by Zue Robertson and was recorded in 

1923 with the Jelly Roll Morton Jazz Band (Fig. 6). 



Fig. 6—Zue Robertson, London Blues. 

25 

Later, when the piano was added to the jazz band, it 

relieved the trombonist of this obligation and allowed him 

more freedom to develop and invent. 

The trombone, unlike the other wind instruments, has' 

the ability to produce quarter-tones and even micro-tones. 

As the jazz language was developed, a unique expressive 

effect could be achieved by combining the flutter-tongue 

and a mute with micro-tones and vibrato. Note the scoops 

and smears in the transcription of a 1928 recorded example 

by trombonist Geecy Fields (Fig. 7). Of interest also is 

the basic outlining of the chordal movement. From the 

viewpoint of melodic creativity the solo is only 

quasi-improvisatory. 
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Fig. 7—Geechy Fields, Shoe Shiners Drag. 

Another term frequently applied to the jazz trombone 

is "gutbucket." In the following example, Kid Ory, "one of 

the first bonafide jazz trombonists,"^ goes beyond the 

traditional role relegated to that of outlining the bass 

line or chord progressions (roots and fifths). According 

to David Baker, "The essential difference between Ory and 

his contemporaries was a kind of daring, manifest in 

unexpected turns and humorous utterances.""5 The following 

example (Fig. 8) from around 1925 is taken from an undated 

Louis Armstrong recording and shows a relaxed style with an 

intuitive balance of rising and falling motifs as well as 

an effective use of syncopated rhythm. 

^Ibid. , p. 102. 'ibid. 



27 

Fig. 8--Edward (Kid) Ory, Gutbucket Blues. 

The most notable and identifiable contribution of the 

early jazz trombonists is their lyrical, cantabile style. 

This smooth legato playing (usually in the upper register 

of the instrument and with a stylistic vibrato) is most 

recognizable in Jack Teagarden solos of the 1920s. 

Jack Teagarden was the first known white musician 
to record with a black, band. He was a contemporary of 
Jimmy Harrison and equally influential. He was 
gifted with an unusual technique and an phenomenal 
range. He was a master of the blues but his best 
solos are paraphrases of written melodies.6 

Other points of interest in the following example by 

Teagarden are the extremely rhythmic vitality (alterations 

between duple and triple feel), the adroit use of the blues 

scale, and the skillful use of double-time. 

Ibid., p. 121. 
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Fig. 9--John (Jack) Weldon Teagarden, Knockin' a Jug. 

Recordings verify the fact that many unconventional 

techniques were used to perform the improvised jazz solo. 

Such techniques are rarely found in traditional orchestral 

and band literature. It seems likely that the jazz 

trombonists, because of long hours in the night clubs, 

expanded both the range of pitch for their instrument and 

the limits of physical endurance. The idiomatic jazz 

devices that were previously observed in the symphonic 

music of Milhaud and Ravel gradually made their way into 

the French solo trombone repertory. 



CHAPTER III 

JAZZ INFLUENCES IN FRENCH SOLO TROMBONE 

REPERTORY TO MID-CENTURY 

Paris Conservatory Tradition 

Trombone instruction was first instituted at the Paris 

Conservatory in 1842. The last nineteenth-century trombone 

professor at the Conservatory was Louis Allard. He was 

responsible for the modern editions of two standard 

pedagogical studies and transcribed the famous cornet 

studies of J. B. Arban for the trombone. He also used many 

vocalises by Marco and Willaert Bordogni for the study of 

the legato style. Probably the most important event of his 

tenure was the institution of contest pieces composed 

specifically to measure the progress of his students. These 

compositions such as Camille Saint-Saens' Cavatine and 

Alexandre Guilmant's Morceau Symphonique contributed to the 

beginnings of a substantial body of solo trombone 

literature. 

While composers like Milhaud and Ravel ultimately lost 

their zeal for infusing jazz into their music, the effect 

of jazz on the Paris Conservatory composers can be seen in 

their solo trombone compositions from about 1944 to the 

present. Today the compositions from the Paris 

29 
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Conservatory represent the single largest body of 

literature for the trombone. Composers at the conservatory 

were and still are commissioned by the trombone professor 

to compose an annual solo for the purpose of testing and 

grading their students. The work is not revealed of the 

students until a month prior to the final examination or 

jury. These works present the student with new challenges, 

and often use the newest compositional techniques. The 

earliest extant solos, called concertpieces, all follow the 

same compositional form, that of a two-section work with a 

lyrical beginning and a brilliant technical finale. They 

are designed to exploit all aspects of the mastery of the 

trombone and still serve today as a very useful teaching 

tool. 

Paris Conservatory Solo Trombone Repertory 
Displaying Idiomatic Jazz Style 

An examination of this body of literature through the 

1950s reveals six significant solo trombone works which 

show definite jazz traits: Ballade for Trombone and 

Orchestra by Eugene Bozza, Capriccio for Trombone and Piano 

by Paul Bonneau, Deux Danses pour Trombone et Piano by 

Jean-Michel Defaye, Concertino d'Hiver for Trombone and 

String Orchestra by Darius Milhaud, Concerto for Trombone 

and Orchestra by Henri Tomasi, and the Sonatine for 

Trombone and Piano by Jacques Casterede. Viewed as a 
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group, they all show similar uses of jazz trombone idioms, 

but each one has a unique feature which sets it apart and 

requires a special approach for the correct performance of 

the work. 

The following chart demonstrates their similarities 

and their tendencies toward a wide array of jazz idioms. 

It gives examples of each jazz element that occurs at least 

once in a composition. 

TABLE I 

JAZZ IDIOMS IN FRENCH SOLO TROMBONE REPERTORY 

Jazz Idioms 

lyricism 
blue inflection 
high tessitura 
syncopation 
ragtime rhythm 
dixieland rhythm 
swing rhythm 
flutter tongue 
muted sound 
vibrato 
glissando 
shake 
turn 
alternate position 
free candenza 

Bonneau- Milhaud- Tomasi-
Capriccio Concertino Concerto 

I II III I II III 

measure 65 110 3 
88 
49 115 11 
69 1 66 9 
102 31 28 

44 
28 

77 20 52 
116 

87 110 65 

88 
85 

88 173 
85 

28 

92 
70 1 

Caste'rede-
Sonatine 

II 

2 

53 
2 

56 

129 

III 

2 

8 
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T h e Capriccio for Trombone and Piano by Paul Bonneau 

was written in 1946 and, like the Bozza Ballade, is 

dedicated to the Paris Conservatory trombone professor, 

Henry Couillaud. Its similarities with the Ballade include 

an impressionistic harmonic scheme and a fantasy-like 

formal structure. There are three distinct sections, 

subtitled by the composer "modere'," "blues," and "anime." 

This in effect creates a short, three-movement work with 

traditional fast-slow-fast tempi. The modality of the 

opening section gives way to the distinct jazz features of 

the second section, which is a "blues" both harmonically 

and melodically with the classic idioms of glissandi and 

swinging rhythms (Fig. 10). These rhythms are notated in 

quarter note triplets, played in a lazy fashion, and imply 

a swing style often called "playing behind the beat." The 

added mute gives the total effect of the jazz trombonist 

playing a slow, singing blues with all the rubato of an 

improvised solo. 
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^̂ •S* 10--Paul Bonneau, Capriccio for Trombone and 
Piano measures 59-91. 

The Concertino d'Hiver for Trombone and String 

Orchestra was written in 1953 by Darius Milhaud and is 

dedicated to the American trombonist, Davis Shuman. Unlike 

all of the other works under discussion, it is not a Paris 

Conservatory piece. The special techniques needed to 

perform this three-movement work are bound up in the driv-

ing rhythm and angularity of the melodic line (Fig. 11). 
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Anime J « 86 

Fig. 11--Darius Milhaud, Concertino d'Hiver for 
Trombone and String Orchestra Movement I, measure-1^38, 

Of further note are the flutter-tongue effects that 

are not found in any of the Paris Conservatory works (Fig. 

12). When these are combined with the glissando, they 

create a most identifiable jazz trait that can be recalled 

in the earlier example of jazz trombonist, Geecy Fields 

(Fig. 7). 
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Fig. 12—Darius Milhaud, Concertino d'Hiver for 
Trombone and String Orchestra Movement I, measure 165-181. 

The Concerto for Trombone and Orchestra, written in 

1956 by Henri Tomasi, ranks as one of the most highly 

regarded concerti for trombone both in terms of difficulty 

and in musicality. Tomasi was a French composer and 

conductor who himself was a Paris Conservatory composition 

student of Vincent d'Indy. He began his career in French 

radio and has composed ballets, opera, and orchestral 

suites. He is internationally known for his instrumental 

chamber works. 

This concerto's unique jazz feature is the use of the 

"sentimental" theme, only one step away from the now famous 

Tommy Dorsey melody, "I'm Getting Sentimental Over You." 

The motif is used in all three movements and forms the 

melodic basis for the entire work. The second movement 

is marked "tempo di blues," a notation that which indicates 

more of a stylistic treatment than a tempo, since the blues 

can be played at any speed (Fig. 13). The high tessitura, 
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with notes of long, sustaining values, can cause a fatigue 

problem for the performer. This can be overcome to a 

certain degree by using a small, "French" sound as well as 

a smaller bore instrument. 
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Sourdine p vibrato 

m§mw 
Sans Sourdine 

) T ! d I B l u e s ^ 

i j - p-fi 

poco rub ft ft* 

Fig. 13--Henri Tomasi, Concerto for Trombone and 
Orchestra Movement II, measures 37-56. 

The final work, which also has established itself 

securely in the trombonist's repertoire, is the Sonatine 

for Trombone and Piano by Jacques Casterede. Casterede, 

born in 1926, studied composition with Olivier Messiaen at 

the Paris Conservatory. In 1953 he won the Grand Prix for 

composition and is currently a teacher at the Conservatory, 

He has composed chamber works, symphonies, and an oratorio. 

The three-movement sonatina opens with a bustling jazz 

rhythm similar to that of George Gershwin's American in 
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Paris. A jazz ornament, written as a short shake, is a 

persistent part of the second section as well as the final 

movement (Fig. 14). 

~ Til II 
vibrato 

p tspress. e sost 

sempre espr. 

Fig. 14--Jacques Casterede, Sonatine for Trombone and 
Piano, Movement I, measures 55-73. 

The performer is advised to use the natural breaks of the 

trombone's overtone series and to execute this mordent-like 

ornament using alternate positions. The second movement, 

one of the most beautiful melodies in all of the 

trombonist's solo repertory, calls for all the expression 

and flexibility of a love song. 

Eugene Bozza's Ballade for Trombone and Orchestra 

(1944) was written for trombonist Henri Couillaud. Bozza, 

born in 1908, composed orchestral works that are little 

known outside of France, but he has developed an 

international reputation through his solo and chamber 

music. His music typifies mid-twentieth-century French 

style in fluency, elegance, structure, and general sense of 
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tradition. Further attention can be drawn to a strong 

melodic use of scales and arpeggios and a witty 

preoccupation of motivic energy. Bozza was well acquainted 

with Ravel; their music contains a similarity of 

twentieth-century impressionism and jazz inflections. 

The Ballade represents the earliest French solo work 

for the trombone to show the influence of jazz. It is a 

multi-sectional rhapsodic piece with bitonal and modal 

harmonies. The opening (Fig. 15), with its sinuous, 

singing melody is marked "molto expressivo" and lends 

itself to a rubato effect. The phrase endings marked 

cedez lend themselves to some slight jazz nuances, such 

as sliding into the resolutions and the use of a wider jazz 

vibrato. There is also a hint of jazz syncopation and a 

mixture of duple and triple alternating meters. 
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Fig. 15—Eugene Bozza, Ballade for Trombone and 
Orchestra, measures 1-33. 

At the completion of the first one-third of the piece, 

a multi-faceted cadenza section with traditional bravura 

flourishes and allusions to the trombone's symphonic 

repertory appears. 

The third major section (Fig. 16) shows the most 

obvious jazz-influence and begins with a piano introduction 

reminiscent of Gershwin's Rhapsody in Blue. A slow, 

dance-like syncopated ostinato accompanies the trombonist's 

long, melodious solo. The solo melody is directly modeled 

after Ravel's Bolero except that the tessitura is lower. 
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The music is marked with glissandi and written-out swing 

figures. The addition of the expressive marking "a'laise" 

(in an easy, free fashion), implies a loose rhythmic 

interpretation with a smooth and nebulous sense of time. 

c e d e * f 
0Z 108 Qtez Sourd. (88 = J) 
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Fig. 16--Eugene Bozza, Ballade for Trombone and 
Orchestra, measures 73-102. 

The improvisatory nature of alternating duple and triple 

meters and the sliding half-step syncopations create 

definite jazz implications. The performer may feel free to 

develop this section with a more personalized style, as 

would befit the jazz trombonist. 

The finale (Fig. 7) begins with a ragtime piano 

figure, that is a faster version of the rhythmic ostinato 

heard in the previous section. The music recalls the 
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finale to Gershwin's Rhapsody in Blue both rhythmically and 

melodically. The dialogue between the piano and trombone 

makes use of the jazz-like descending half-step figures and 

some double-time rhythms, favorite techniques of the 

improvising jazz artist. 

Pour la eoupur* 

Fig* 17—Eugene Bozza, Ballade for Trombone and 
Orchestra, measures 122-132. 

The concluding coda is filled with parodies of 

orchestral quotes such as Wagner's "Ride of the Valkyries" 

and concludes with a flourish of glissandi moving in both 

directions. 

The Bozza work represents a mixture of impressionism 

and jazz along with quotes from the trombonist's symphonic 

repertory. An obvious training and test piece, it does not 

hold the same high musical stature as do the works of 

Tomasi, Milhaud, and Casterede. 
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Jean-Michele Defaye's Deux Danses pour Trombone et 

Piano, written in 1952 and dedicated to trombonist Gabriel 

Masson, represents the work with the most consistent and 

obvious use of jazz elements. Defaye, born in 1932, was a 

composition student of Nadia Boulanger. He has received 

numerous commissions for instrumental works and today holds 

the reputation of a prominent French composer. 

The opening of the first of the two dances is titled 

Danse Sacree" (Fig 18). The harmonies in the piano out-

. 9 

lining the F chord and the sweet melody of the trombone, 

begun with a glissing interval of a ninth, immediately set 

the stage for a jazz-like ballad. Throughout this 

movement, some phrases of the lento melody begin with the 

glissando (portando) and others with the identical interval 

do not. This presents two choices for the performer with 

regard to interpretation: 1. to fully glissando all of the 

said markings (or perhaps to subtly imply them) or 2. to 

glissando only the ones that are marked. Throughout this 

movement, there is a prevalent use of the ninth chord, 

which is not exclusively a jazz harmony, but is certainly 

preferred by the jazz artist. The alternate slide 

positions suggests a practice called "playing against the 

grain" and work well when performed with a light, small 

sound like that of the jazz trombone. Perhaps these were 

added by the first performer possibly in consultation with 

the composer or simply editorialized by the publisher. 
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Fig. 18--Jean-Michel Defaye, Deux Danses pour Trombone 
et Piano, measures 1-25. 

The next major section wanders through a maze of tonalities 

using the three-note motive of two sixteenths and an eighth 

note. Finally settling on E-flat7, it melts quickly into a 

quasi-cadenza section using traditional slow to fast 

phrasing carefully controlled by the composer. It reaches 

a climax with the sweet, lyrical sounds of the jazz 

trombonist in the extreme upper register. This calls for 

the trombonist to play f for the second time, an extremely 

high note that is rarely seen in the solo literature for 

trombone. With the end of this bravura section comes a 

melancholy, cantabile melody in the middle register that is 

tempered in sound by the cup mute (Fig. 19). The cup mute 

was rarely used in solo trombone literature at the time, 

and even today is synonymous with the jazz sound. 
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Fig. 19—Jean-Michel Defaye, Deux Danses pour Trombone 
et Piano, measures 54-77. 

The second dance, titled "Danse Profane," is based on 

the samba, a Latin American dance, that in more recent 

times has become a favorite rhythm of jazz artists and 

composers (Fig. 20). The trombone part is in the upper 

register throughout and requires the performer to combine 

the opposing styles: legato with a rhythmic staccato. 

Throughout the ostinato of the samba rhythm, the motivic 

figures require the use of alternate positions and jazz 

turns written out in the form of triplets. A smear, "alia 

Bolero," occurs at the most intense and loudest moment of 

the work. As the movement ends, the samba rhythm is 

reduced to a few gradually softening fragments. The final 
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f reinforces the jazz allusions of the whole work and 

provides for a spectacular finale. 
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Fig. 20--Jean-Michel Defaye, Deux Danses pour Trombone 
et Piano, measure 89-145. ~ 

Since these early experiments of infusing jazz into 

solo literature for the trombone, it has become fashionable 

to use all kinds of jazz cliches in all genres of music for 

the trombone. Composers of the "third stream" movement 

during the 1950's credit jazz as being a major contributor 
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to their varied techniques. Avant-garde composers seized 

upon a multitude of jazz effects to create a wide array of 

new timbres. The effects produced by the jazz trombonist 

including note bending and varied widths and speed of 

vibrato have been borrowed by the other wind 

instrumentalists. As a result of these uninhibited jazz 

techniques, the trombonist's reputation as a slow-moving, 

unmelodic player with a limited range, has been revised by 

composer and listener alike. Some problems will always 

remain in composers' attempts to infuse jazz into art 

music. The resultant music must lend itself to a certain 

spontaneity and creativity in order to be successfully 

interpreted. For example, it is difficult to swing the 

rhythms when there is little of the ostinato beat and/or 

chord patterns common to all jazz music. The trombonist 

must further consider other interpretative jazz mannerisms 

such as the amount of rhythmic accentuation, the intensity 

of the glissandi or smear, and the speed and width of the 

vibrato. How "jazzy" one performs these pieces is then 

left up to the individual's "good taste." 
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Conclusion 

Jazz, once America's popular music, emerged around 

1920 as an art form whose merits intrigued and inspired 

many prominent composers of the day. French composers, 

breaking with nineteenth-century tradition, searched 

elsewhere for sources of inspiration; the folk music of the 

American Negro was a substantial resource. The directness 

and vitality of this music was irresistible to the 

mentality of the "primitive movement" of the early 

twentieth century. Along with Stravinsky, Satie and his 

French contemporaries, Les Six, led the movement in France 

to incorporate jazz into their music. The younger 

generation of composition students at the Paris 

Conservatory naturally absorbed the stylistic and 

philosophical character of their more prominent mentors. 

Thus we have observed, that: by mid-century, a substantial 

number of prominent French works for solo trombone show a 

decided infusion of jazz as an art form. 
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