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ABSTRACT 

This study contributes to the literature on New Orleans jazz by providing a 

chronological documentation of the contributions of teachers and mentors who provided 

jazz education outside of public or private schools. This study documents the pedagogical 

styles and techniques used by teachers and mentors who transferred the jazz style and 

tradition to young students in New Orleans. The jazz education of students in New 

Orleans has been a comprehensive effort consisting of schoolteachers, private tutors, and 

community groups teaching the jazz style and tradition to young musicians. Jazz 

educators have risen above the obstacles of funding and slow acceptance of jazz by the 

public schools to maintain a rich musical heritage in the city. The efforts of these 

teachers and mentors, have contributed to New Orleans maintaining an active and viable 

jazz community. 
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CHAPTERl 

BACKGROUND AND CONTEXT IN MUSIC EDUCATION 

Congo Square, Storyville and New Orleans proper serve as points of departure to 

investigate the genesis and origins of jazz musical activity. Ostransky wrote that while 

early jazz activity inevitably underwent countrywide and global appropriations, New 

Orleans remained home to the major innovations in jazz from the late 1800s through the 

first half of the twentieth century. Furthermore, Ostransky states: 

New Orleans was not unique; red-light districts throughout the country produced 
similar music. It was in New Orleans that this special kind of music not only 
grew but flourished, accumulating musicians, a repertoire, and a characteristic 
music style along the way in sufficient variety and abundance to enable the 
historian to trace influence, analyze developments, make comparisons, draw 
inferences, and speak with confidence of a New Orleans style. 1 

In the early twentieth century, negative sociological, philosophical, and 

ideological views towards jazz prevented its acceptance in schools in the United States. 

Stringham remarked that some people believed jazz "has the means of inducing 

immorality."2 A 1923 survey of Texas schools conducted by Julia Owens indicated that 

1 

54 of the 55 responding schools enacted prohibitions against jazz. An unidentified author 

writing for Etude magazine in 1924 provided a glimpse of the dislike for jazz in 

educational settings. The author stated: "In its original form uazz] has no place in music 

education and deserves none. It will have to be transmogrified many times before it can 

1 Leroy Ostransky, "Early Jazz," Music Educator's Journal64, no. 6 (February 1978): 
34-35. 

2 Edwin J. Stringham, "Jazz-An Educational Problem, The Musical Quarterly 12 
no. 2 (April 1926): 190. 
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present its credentials for the Valhalla ofmusic."3 These early negative attitudes towards 

jazz have made it difficult for students to learn how to play this style of music in a formal 

school setting. 

Berger identified three reasons for the rejection of jazz.4 The first reason was the 

identification of jazz with crime and sex. Storyville was a section of town known for 

crime, prostitution, gambling, and drugs. The genesis of jazz activity in this area was 

associated with those social problems. Second, Berger suggested that "classical" 

musicians rejected jazz because they thought that jazz musicians were not educated in 

traditional, notation-based methods of performing music. The final point that Berger 

made is that jazz contrasts with other forms of African American music such as spirituals. 

Berger explained that jazz represented a threat to White culture that spirituals did not. 

Berger argued that southern Whites engendered two stereotypical views of Blacks 

regarding jazz and spirituals. The first view was that southern Whites viewed Blacks in a 

lower class than northern Whites. Whites in the South frowned on the image of jazz 

musicians having an independence that was more readily accepted in the North than the 

South. Berger suggested that Blacks could earn a higher income through being 

jazz musicians. This allowed many Blacks to travel north where financial opportunities 

were better for musicians. Whites developed a stereotypical view of Blacks performing 

spirituals. This view of spirituals presented Blacks as being submissive, religious, 

superstitious, and refraining from singing words that Whites cannot understand. The jazz 

3 "Where is Jazz Leading America." The Etude. 42 (1924): 515. 

4 Morroe Berger, "Jazz: Resistance to the Diffusion of a Culture Pattern," Journal 
of Negro History, XXXII (October 1947): 461-494. 
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place in America's classrooms.9 

Professional musicians have questioned teaching jazz in the schools. Saxophonist 

Phil Woods remarked: 

Jazz education is alive and well ... thirty years ago when jazz education began, I 
had my doubts. A lot of us old timers were in doubt about its value because the 
place to learn music is on the street. 10 

Woods' statement indicates a conflict among professional musicians between the 

importance of in-school and out-of-school settings for teaching and learning. 

In New Orleans, jazz education in schools began with the opening of the New 

Orleans Center for Creative Arts (NOCCA) in 1973. NOCCA was the first school in the 

history of the New Orleans Public Schools (NOPS) where jazz was officially taught jazz 

as a part of the curriculum. 11 Kennedy explained that since its inception, the school has 

been the leading institution of jazz education in the city .12 NOCCA' s early students-

including Wynton and Branford Marsalis, Kent and Marlon Jordan, Terrence Blanchard, 

Harry Connick and Donald Harrison-became active participants in straight-ahead jazz 

on the national level. During the early 1990s the popularity of these young New Orleans 

musicians inspired historian Nat Hentoffto describe them as "the young saviors of old 

9 Ibid. 

1° Keith Javors, "An Appraisal of Collegiate Jazz Performance" (PhD diss. , 
University of Illinois at Urbana-Champaign, 2001), 86. 

11 Al Kennedy, "Jazz Mentors: Public School Teachers and the Musical Tradition 
ofNew Orleans" (PhD diss., University ofNew Orleans, 1996). 

12 Ibid. 
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jazz."13 The success ofNOCCA's graduates created an interest in NOPS to expand the 

teaching of jazz into other schools. 

In 1986 the New Orleans Public Schools developed a Jazz Outreach Program 

directed by Jonathon Bloom. This program was available in Elementary and Middle 

Schools and allowed students in schools other than NOCCA to receive jazz instruction. 14 

Through Bloom's leadership students were able to learn the basic principles of playing 

jazz music. Bloom emphasized the teaching of traditional New Orleans music in order to 

provide students a solid foundation and understanding of jazz music. 

In 2000 Brice Miller assumed leadership of the Jazz Outreach program and 

extended classes to include three high schools. Miller also enlisted the help of the 

University of New Orleans Jazz Department that provided a quartet to go into the schools 

and provide jazz instruction. Miller's direction of the Jazz Outreach expanded the scope 

of study to include modem jazz genre and popular music. 15 

Jazz Education After 2005 

In August 2005 the landscape of jazz education in New Orleans changed when 

floodwaters that followed Hurricane Katrina devastated the city of New Orleans. The 

after effects of the hurricane significantly changed the environment for jazz education in 

the city. In the years following Katrina, the number of schools and students has been 

13 Nat Hentoff, "Young Saviors of Old Jazz," Wall Street Journal, January 4, 
1991. 

14 Al Kennedy, "Jazz Mentors: Public School Teachers and the Musical Tradition 
ofNew Orleans" (PhD diss., University ofNew Orleans, 1996). 

15 Brice Miller, interview by author, December 20, 2010. 
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significantly reduced. Before Katrina the New Orleans Public School system consisted 

of over 100 schools. From 2005-present NOPS has overseen only 5 schools. The state 

of Louisiana formed the Recovery School District (RSD), which has taken over many 

schools formerly operated by NOPS. In addition to the state-run schools, many charter 

schools have emerged in the post-Katrina years. 16 In the years since Katrina, jazz 

education in New Orleans schools has been almost non-existent and the outlook for jazz 

education in the city is uncertain. Factors such as a lack of school support for the arts, 

funding, and a shortage of certified teachers have contributed to the present lack of jazz 

education opportunities in schools. 

Since 2005 the existence of jazz education in New Orleans has significantly 

changed. There are very few schools where jazz is taught. There is an abundance of 

community organizations operating in several areas of the city that provide jazz lessons 

after-school and on Saturdays. These community organizations are providing a service 

for young musicians that is not available in the schools. The current state of jazz 

education is very similar to the early 1900s when jazz was not allowed in schools and 

community organizations emerged to fill the void. It appears that jazz education in New 

Orleans might be going through a period of deja vu. 

Jazz Education in New Orleans Universities 

Jazz at the university level in New Orleans has existed since the 1970s. 

Universities such as Dillard, Southern University in New Orleans, Loyola University, and 

Xavier University all have had jazz bands. None of these universities offered de greed 

16 Anthony J. Garcia, "Jazz. Education in New Orleans, Post Katrina" Jazz 
Education Journa/39 no. 3 (2006). 
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and ingenuity. Jazz allows for individual creative expression through the use of 

improvisation in performance. 

In 1987 Congress passed House Resolution 57, which designated jazz as a "rare 

and valuable national American treasure to which we should devote our attention, support 

and resources to make certain it is preserved, understood and promulgated."19 The 

resolution further states that jazz: 

• Makes evident to the world an outstanding artistic model of individual expression and 

democratic cooperation within the creative process, thus fulfilling the highest ideals 

and aspirations of our republic, 

• Is a unifying force, bridging cultural, religious, ethnic and age differences in our 

diverse society, 

• Is a true music of the people, finding its inspiration in the cultures and most personal 

experiences of the diverse peoples that constitute our Nation, 

• Has evolved into a multifaceted art form which continues to birth and nurture new 

stylistic idioms and cultural fusions, 

• Has had an historic, pervasive and continuing influence on other gemes of music both 

here and abroad, 

• Has become a true international language adopted by musicians around the world as a · 

music best able to express contemporary realities from a personal perspective.20 

19 HR 57 Center for the Preservation of Jazz and the Blues, "House Resolution 
57," www.hr57.org/hcomes57.html (accessed July 15, 2010). 

20 Ibid. 



The United States government recognizes that jazz is an indigenous American 

musical form. HR 57 clearly explains the importance of jazz, its history and 

contributions to society. The government distinctly justifies the importance of jazz and 

the need to maintain and cultivate one of America's most valuable artistic treasures. 

10 

There have been studies on the history of jazz with an emphasis on the national 

scene as well as specifically to New Orleans. Previous research has focused mainly on 

the musicians and the development of genres in geographic regions during the twentieth 

century. Information on the historical aspect of jazz pedagogy and the teachers that may 

have used innovative concepts remains limited. 

This study uses the historical research methods. Studying the history of jazz 

education reveals facts that have remained untouched. The historical methodology can 

reveal how jazz was taught in New Orleans during the twentieth and twenty-first 

centuries. The methodology used in this study is an attempt to identify the teaching 

strategies that were utilized in the New Orleans and helped to preserve and nurture the 

traditional style of jazz. 

Historical research investigates past events in order to provide an account of what 

has happened in the past. Historical research allows us to gain a better understanding of 

society and identify relationships between the past and present. Historical methodology 

involves collecting and evaluating data in order to describe events that occurred in the 

past. The use of a chronological history enabled me to take the methodology further by 

presenting the history of jazz education in New Orleans in a sequential and organized 

manner. Chronologically identifying when events occurred, allowed me to see how jazz 



11 

education developed, and identify what events, influences, or individuals affected the past 

and present. 

Some of the previous research on New Orleans jazz has been done by Arthe 

(1978); Fiehrer (1991), Gridley and Rave (1984), Gushee (2002), Harker (1997), Jerde 

(1990), Kinzer (1993), Kmen (1972), Kennedy (1996), Lomax (1993) and many others. 

These studies have focused on historical aspects ofNew Orleans and its musicians. 

Research conducted by Kennedy provides a description of teachers that are found in New 

Orleans but he does not identify specific teaching methods. These studies do not 

specifically examine the history of New Orleans jazz education from its earliest inception 

to the present day. 

A study is needed that will document the history of jazz education in New 

Orleans. It is important to study the history of jazz education because we can understand 

how societal attitudes toward the teaching of jazz changed during the twentieth and early 

twenty-first century. According to Prouty "academic jazz programs have been accused of 

being too far removed from the traditions of jazz-as these traditions developed through 

performance and informal learning situations. "21 Studying the history of jazz education 

in New Orleans allows one to examine how teaching techniques have been developed 

over the course of time. The contributions of educators and mentors that helped 

developed the manner in which jazz was taught in New Orleans will be documented and 

not lost in time. Documenting the manner in which jazz education was developed 

identifies the educators and teaching techniques that influence the playing style found in 

21 Kenneth E. Prouty, "The History of Jazz Education: A Critical Reassessment," 
Journal of Historical Research in Music Education 26, no. 2 (2005): 79. 
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New Orleans jazz and its musicians. 

Prouty stated that previous research on jazz in institutions such as public and 

private schools and universities have been favored while research on the development of 

pedagogy and materials, have been ignored?2 Studies by Eller, Payne and Stevens, 

confirm and advance Prouty's suggestion. One study that coiToborates that jazz in 

institutions has been favored is Eller's investigation of the development, structure, 

curricula and administration at three magnet high schools for the creative arts. These 

schools were located in New Orleans, LA, Greenville, SC and New Haven, CT.23 Javors 

examined jazz performance education at the university level. 24 Payne investigated the 

state of jazz in Louisiana's secondary schools.25 These studies examine the areas in 

which jazz is taught but they do not discuss how it is done. 

According to Fraser, a major problem with chronicling jazz is the lack of 

comprehensive written histories.26 He stated that most of what we know comes from 

"word of mouth" accounts and oral traditions to supplement meager written records and 

22 Ibid. 

23 Stephanie A. Eller, "The Arts Magnet Center: a Successful Model for Public 
Arts Education" (PhD diss., American University, 1994). 

24 Keith Javors, "An Appraisal of Collegiate Jazz Performance Programs in the 
Teaching of Jazz Music" (Doctoral thesis, University of Illinois at Urbana-Champaign, 
2001), 83-84. 

25 Jerry Ronald Payne, "Jazz Education in the Secondary Schools of Louisiana: 
Implications for Teacher Education" (PhD diss., Northwestern State University of 
Louisiana, 1973). 

26 Wilmot Alfred Fraser, "Jazzology: A Study of the Tradition in Which Jazz 
Musicians Learn to Improvise" (PhD diss., University of Pennsylvania, 1983). 



sound recordings of performances?7 Fraser's comments indicate a need for this study. 

This study documents the teaching techniques and teachers that used them so that this 

study adds to the research base on jazz. 

13 

This study traced jazz education from its developmental years to the present. The 

manner in which jazz was taught in and out ofNew Orleans schools has not been 

chronologically documented. This study identifies and preserves the teaching traditions 

and the teachers/mentors that contributed to jazz education in New Orleans. Without this 

study, these important individuals and their contributions to music education might 

remain untold. 

Jazz education in New Orleans has a long and colorful history. In the early 

twentieth century, jazz was America' s popular musical style. Due to some of the illegal 

and promiscuous venues that allowed the performance of jazz, the music was not 

accepted and taught in schools. In order for students to learn how to play jazz, alternative 

venues for teaching emerged. These alternative venues for jazz education include: 

learning at home from family members, private teachers, learning from other musicians 

and community organizations. 

As the twentieth century progressed, attitudes towards jazz education changed. In 

1973 the first school for the arts was opened in New Orleans that included jazz as a part 

of the curriculum. Some veteran musicians that studied at out-of-school venues 

questioned whether jazz should be taught in schools or not. This study examines the 

various methods of teaching and learning that have been used in New Orleans. 

27 Ibid. 



14 

Purpose of the Study 

The purpose of this study is to document the history of jazz education in New 

Orleans that existed inside and outside of the public and private schools in the twentieth 

and twenty-first centuries. This study provides a chronological history of the jazz 

teachers and mentors that have been responsible for developing young musicians and 

maintaining the musical heritage of the city. This research contributes to music education 

by providing a detailed description of the evolution of jazz education in New Orleans. 

The study of the most recent events in New Orleans after Hurricane Katrina address how 

the change in school structure has affected present-day jazz education. 

This study examines in-school jazz education as well as four educational settings 

used outside of the school system: 

• Family members as mentors, 

• Private instructors, 

• Community organizations, 

• Studying after school with music teachers. 

By examining the settings which jazz was taught in, the teachers and mentors as well as 

their teaching techniques are documented. 

The beginning ofthe public schools' acceptance of jazz and the implementation 

of jazz studies are addressed. Pedagogical methods used in K-12 and higher education 

are investigated. The current state of jazz education and programs that are in place were 

examined to indicate how jazz education has changed after Hurricane Katrina. 

When one considers the early neglect of jazz education, several questions arise: 
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"How did interest in jazz continue to develop? How was jazz taught? What specific 

teaching methods were used to teach jazz? What individuals were responsible for the 

early teaching of jazz that provided a foundation for the musical style to continue to grow 

in the twentieth and twenty-first centuries?" The review of related literature indicates 

that the history of jazz education in New Orleans has not been documented from a 

pedagogical viewpoint. These issues provide the basis for the formation of the research 

questions for this study. 

Research Questions 

This research answers the following questions: 

1. What comprised jazz education in New Orleans in the twentieth and twenty

first centuries? 

2. Who were the notable or influential instructors of jazz in New Orleans in the 

twentieth and twenty-first centuries? 

3. Where was jazz taught outside of the public and private schools in New 

Orleans in the twentieth and twenty-first centuries? 

4. How has jazz been taught and learned in New Orleans in the twentieth and 

twenty-first centuries? 

Conceptual Framework 

In 1973 K wabena Nketia wrote that there are three concepts of teaching that were 

essential to the education of African musicians. Nketia identifies these principles as slow 

absorption, active participation, and extended family structure?8 Christopher Wilkinson 

28 Kwabena Nketia, "The Musician in Akan Society," in The Traditional Artist in 
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theorized that these three concepts are also essential and evident in the education of New 

Orleans musicians. These three concepts provide the foundation of the framework for 

this study: 

• Slow absorption rather than formal training.28 Slow absorption involves teaching 

children music from infancy. Children learn game songs from their peers through 

socialization. Music is used in rituals and performed by adults while working. 

The constant musical activity enables children to acquire an appreciation and 

knowledge of music. In archival research and interviews, several New Orleans 

musicians describe how hearing bands as youngsters influenced their becoming 

Jazz mus1c1ans. 

• Active participation. 29 Older musicians teach children how to play music. InN ew 

Orleans active participation can be seen in the use of brass bands that influence 

children to play jazz. By observing second line parades, children assimilate the 

repertoire of dirges, hymns, marches and popular songs performed by the brass 

bands. Another example of active participation comes in the form of musicians 

that learn from each other on the bandstand or in rehearsals. This method of 

learning allows musicians to learn from each other in a spontaneous manner. 

African Societies, ed. By Warren L. D' Azevedo (Bloomington: Indiana University Press, 
1973), 250-281. 

28 Christopher Wilkinson, "The Influence of West African Pedagogy Upon the 
Education ofNew Orleans Jazz Musicians" Black Music Research Journal14, no. 1 
(1994): 25-42. 

29 Ibid. 
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• Extended family structure. Musical mentors in West Africa and New Orleans 

were either a family member or part ofthe family's social network.31 This 

research describes how family members often provided beginning music lessons 

that established a basis for developing jazz musicians in New Orleans. The 

family members that served as mentors were often professional or non-

professional musicians that have no experience or formal training as teachers. 

The teaching techniques used in Africa are evident in the early development of twentieth 

and twenty-first century musicians in New Orleans. 

Figure 1 shows the various venues used for jazz education in New Orleans. Some 

ofthese venues for jazz education found in New Orleans include the use of community 

organizations, schools, universities and private instructors. 

Figure 1. 

Slaw 
Ah>orption 

·• Extended . ] Family 
Structure 

Active 
Participation 

Public/Private 
Schools 

In-School )a:zz 
Educ.ation 

Universities 

Figure 2 identifies the specific pedagogical techniques employed by teachers and 

mentors. These methods ofteaching include the use of imitation, traditional European 

31 Ibid. 





CHAPTER TWO 

REVIEW OF LITERATURE 

19 

The purpose of this study is to provide a chronological history of jazz education in 

New Orleans in the twentieth and twenty-first centuries. The manner in which jazz was 

taught (teaching techniques and venues for teaching) has not been chronologically 

documented. This study traces jazz education from its developmental years to the 

present. The pedagogical styles and techniques used by teachers and mentors that 

transferred the jazz style and tradition to young students in New Orleans are documented. 

Without this study, these important individuals and their contributions to music education 

might remain untold. Through this research the teaching traditions and the 

teachers/mentors that contributed to jazz education in New Orleans are preserved. 

This study extends Kennedy's earlier research by tracing the evolution of jazz 

education in New Orleans during the twentieth and twenty-first centuries. Kennedy' s 

study identified teachers and mentors who played an important role in jazz education in 

New Orleans. This study chronicles the teaching methods and venues for education, 

which have been used in New Orleans from the earliest years of jazz to the present day. 

The literature review included previous research conducted on the development of 

jazz in New Orleans. This research includes literature that is related to the development 

of jazz as an art form. The areas ofliterature that have been explored are early 

pedagogical techniques, in-school teaching settings, out-of-school teaching settings, 

biographies and autobiographies on New Orleans musicians and educators. 

This inquiry has provided guidance related to the following research questions : 
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( 1) What comprised jazz education inN ew Orleans in the twentieth and twenty-first 

centuries? (2) Who were the notable or influential instructors of jazz in New Orleans in 

the twentieth and twenty-fust centuries? (3) What role did out-of-school venues play in 

the development of New Orleans jazz in the twentieth and twenty-fust centuries? ( 4) 

How has jazz been taught and learned in New Orleans in the twentieth and twenty-first 

centuries? There is very little documented research that answers these questions. This 

study attempts to fill the void in current research and provides answers to the questions as 

well as making a significant contribution to the body of literature on the topic of jazz 

education and its evolution in New Orleans. 

History of Jazz Education 

Kenneth Prouty's essay described the importance of including jazz pedagogy in 

the discussion of jazz history. 1 Prouty asserted that most jazz history writings have 

focused on jazz in institutions and not on the "street" methods of learning jazz. Prouty 

wrote that the history of jazz education should not be limited to its use in institutions, 

rather, there needs to be an investigation ofteaching traditions that existed in the 

cornrnunities.2 This article makes a convincing argument for studying the history of jazz 

education. Prouty compared and examined previous narratives concerning jazz education 

in institutions. He stated that there is a weakness in the discussion of teaching methods in 

jazz education. Although Prouty discussed the need for historical study, the article does 

not examine historical aspects of jazz education inN ew Orleans. 

1Kenneth Prouty. "The History of Jazz Education: a Critical Reassessment" 
Journal of Research in Music Education 26 (2005). 

2 Ibid. 
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Merriam and Mack provided one of the earliest descriptions of the jazz 

community. They defined the jazz community as the "set of people who share an interest . 

in jazz and who share it at a level of intensity such that they participate to some extent in 

the occupational role and ideology of the professional jazz musician. "3 The authors 

gathered data from the available literature on the subject at the time of publication-

1960. They also gathered data from their personal observations of jazz musicians. 

Merriam and Mack noted that individuals in the community have certain ideas 

about jazz and therefore they exhibit certain behaviors grounded in those ideas. They 

conclude that these characteristics include dress, language, and folk stories about 

musicians. Merriam and Mack did not provide specific ideas concerning jazz education 

or pedagogical methods. Merriam and Mack's article does not address the history of jazz 

in New Orleans nor do they address pedagogical strategies used. 

Andrew Homzy examined early improvisation from its origin to the beginning of 

the big band era. The author used recordings, transcriptions, and theoretical analysis to 

gather data for his study. Homzy analyzed music from different regions of the country. 

Homzy's discussion on New Orleans music included an analysis of Original Dixieland 

One Step. This composition is found on the first jazz record that was recorded by the 

Original Dixieland Jass Band (ODJB) in 1917. According to Homzy, the missing 

element from the ODJB recording is the "Negro" element of the blues. Homzy describes 

this missing element as having a heavy dependence on the blues. Homzy analyzes the 

music of King Oliver and identified a strong blues influence in his playing. Homzy did 

3 Alan P. Merriam and Raymond W. Mack, "The Jazz Community" Social Forces, 
38 (1960): 211. 
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not study early jazz education or teachers that may have been involved in developing the 

early playing style.4 

Early Twentieth Century Views of Jazz 

Leroy Ostransky described how jazz originated in the 1800's. Ostransky's study 

is limited to jazz that existed from 1897 to the 1930s. Ostransky discussed the migration 

of jazz from New Orleans to the north. Ostransky identified three characteristics of early 

jazz: (1) collective improvisation, (2) use of a variety ofrhythm instruments and (3) solo 

improvisation. Ostransky provided a detailed discussion of rhythms, and harmonies used 

in early New Orleans music.5 

Evidence of African influence on New Orleans jazz musicians is found in 

improvisation, melodic counterpoint, syncopation, harmony, call and response, and the 

use of the piano.6 Mark Gridley and Wallace Rave noted that improvisation in jazz might 

draw upon African and European influences. Gridley and Rave used observations of 

twentieth century jazz in America and West African tribal music to gather data for their 

research. The authors concluded that the use of collective improvisation derives from 

Africa, but the use of simultaneously composing and performing new melodies may have 

derived from European practices.7 Gridley and Rave discuss the manner in which outside 

4 Andrew Paul Homzy, "Jazz Style and Theory: From Its Origin In Ragtime to the 
Beginnings ofthe Big Band Era (master's thesis, McGill University, 1971). 

5 Leroy Ostransky, "Early Jazz" Music Educator's Journal. 6 (1978). 

6 Mark C. Gridley and Wallace Rave, "Towards Identification of African Traits in 
Early Jazz" The Black Perspective in Music 12 (Spring 1984) 45-56. 

7 Ibid. 
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influences affect jazz but they do not discuss the teaching of jazz in New Orleans or 

notable instructors/mentors in the developmental years. 

Gunther Schuller investigated early jazz styles and included an analysis of 

rhythm, form, harmony, melody, timbre, and improvisation. Schuller chronicled the 

early career of Louis Armstrong and Jelly Roll Morton and analyzed their role in New 

Orleans music.8 Schuller provided no discussion of pedagogy or influential teachers in 

the lives of these musicians. Instead, he examines the playing styles and careers of 

musicians. Schuller expands his discussion on early jazz by including the Big Band era 

and the music of Duke Ellington. 

Edwin Stringham's 1926 study provided one ofthe earliest analyses of jazz in 

America. Stringham discussed negative attitudes towards jazz and provided an analysis 

of what he finds to be the positive elements of the music. Stringham acknowledges the 

use of orchestration, progressive harmonies, and rhythmic invention as positive elements 

in jazz. He explains that jazz composers (at the time the article was written) relied on 

compositional techniques found in classical music to provide structure in jazz. The 

author concluded by stating that jazz has been America's most distinctive contribution to 

music literature.9 Stringham observes that most jazz was written in duple meter. 

Stringham predicted, "A new world awaits jazzists in that direction."10 

8 Gunther Schuller, Early Jazz: It's Roots and Musical Development (New York: 
Oxford, 1968). 

9 Edwin Stringham, "Jazz-An Educational Problem" The Musical Quarterly 12 
(1926). 

10 Ibid. 
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While Stringham's study is the most forward-thinking of the time, the impact of 

his study is difficult to assess since it was written forty years before jazz education was 

implemented into the public schools. Stringham's article describes jazz in the 1920s; 

however, he did not discuss jazz education during that time. Instead, he provided a 

justification for keeping jazz alive and continuing its development. 

Musicologist David Ake' s dissertation provided a synoptic overview of identity 

among New Orleans jazz musicians. Ake discussed the manner in which musicians 

"experience and understand themselves, their music, and the world at large."11 Ake 

identified Canal Street as the dividing line of the black community in New Orleans 

during the early 20th century. Darker skinned blacks lived Uptown and the lighter 

skinned Creoles lived downtown. Differences in musical playing style between the two 

groups are discussed. Uptown musicians were perceived as being untrained, poor sight-

readers b\1-t good improvisers. Creole musicians are described as being classically trained 

yet "distasteful" jazz players. Downtown musicians were known to be good sight-readers 

and knew the classical repertoire.12 Ake provides no discussion on music education and 

the manner in which jazz was taught and learned. 

In order to provide deeper insight into the jazz community, Wilmot Fraser 

identified key elements that influence a jazz musician's improvisation. 13 Some of these 

11 David Andrew Ak:e, "Being Jazz: Identities and Images" (PhD diss. , University 
of California at Los Angeles, 1998). 

12 Ibid. 

13 Wilmot Alfred Fraser, "Jazzology: A Study of the Tradition in Which Jazz 
Musicians Learn to Improvise" (PhD diss. , University of Pennsylvania, 1983). 
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elements include folk community, skills that must be acquired in order to improvise, the 

relationship between musicians and the values of the jazz community, and what 

improvisation means to the musicians. Results of Fraser's study indicated that musicians 

acquire similar attitudes and values that are specific to the jazz community. According to 

Fraser, the community is based on a common unit of sociality-the human band. 

Musicians studied in Fraser's research indicated similar socio-cultural experiences and 

stages of development while learning to improvise. 14 

Out of School Jazz Education 

Christopher Wilkinson's study identified Manuel Perez and Lorenzo Tio as two of 

the leading private clarinet teachers in the early 201
h century. Perez and Tio provided 

instruction that was based on French method books written by Hyacinthe Klose and Jean-

Baptiste Arban. 15 According to Wilkinson, Creole teachers such as the Tios believed the 

use of European teaching methods prepared musicians for playing written arrangements 

that were used in marching bands. While the use of European pedagogy prepared 

musicians for musical literacy, methods found in West Mrica strongly influenced the jazz 

musicians ofNew Orleans.16 

Wilkinson interviewed early New Orleans musicians such as Don Albert (1908-

1980), Alvin Alcorn (1912-2003), Albany "Barney" Bigard (1906-1980) and Louis . 

14 Ibid. 

15 Christopher Wilkinson, "The Influence of West African Pedagogy Upon the 
Education ofNew Orleans Jazz Musicians" Black Music Research Journal 14 (1994) : 25-
42. 

16 Ibid. 
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Cottrell (1911-1978) for his study. In these interviews the musicians described their 

musical training in European pedagogy that originated at the Paris Conservatory. The 

musicians described the teaching techniques employed by Manuel Perez and Lorenzo Tio 

Jr. Their teaching style included the use of solfege study and the method books written 

by Klose and Arban. 

Wilkinson concluded that there are three principles of African pedagogy that have 

influenced the music ofNew Orleans: 

• Slow absorption rather than formal training. Slow absorption involves teaching 

children music from infancy. Children learn game songs from their peers through 

socialization. Music is used in rituals and performed by adults while working. 

The constant musical activity enables children to acquire an appreciation and 

knowledge of music. In New Orleans the constant performances by parade bands 

made music easily accessible. Musicians researched in this study describe how 

hearing bands as youngsters influenced their becoming jazz musicians. 

• Active participation. Older musicians teach children how to play music. In New 

Orleans, this can be seen in the use of brass bands that influence children to play 

JaZZ. 

• Extended-family structure. Musical mentors in West Africa and New Orleans 

were either a family member or part of the families' social network. 17 

. Curtis Jerde ' s article Black Music in New Orleans a Historical Overview 

documented the origins of New Orleans jazz. Jerde discussed the activities at Congo 

17 Ibid. 
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Square during slavery and traced the evolution of African American social aid 

organizations. The formation of these social organizations created a need for musicians 

to provide entertainment at social events. Out of this need grew the development of band 

academies that were run by "professors." Musical organizations that derived from 

academies include the Eclipse Brass Band, Excelsior Brass Band, Eureka Brass Band, 

Onward Brass Band, and the original Olympia Brass Band. 18 

Jerde described the initial use of improvisation in jazz. Improvisation is an 

important characteristic in jazz. Early jazz groups often performed traditional military 

marches. Due to the popularity of brass bands performing for social functions, there was 

sometimes a shortage of musicians. This meant that many times parts were missing in an 

arrangement. To compensate for the missing parts, musicians would often take liberties 

with the music to give the music a full sound. This was the beginning of improvisation in 

jazz. 19 Jerde's article described early methods of learning jazz primarily through learning 

"on the bandstand" and learning improvisation out of necessity to make up for a lack of 

mUSICianS. 

Cornetist Buddy Bolden is regarded as the first improviser in jazz history. Donald 

Marquis' book In Search of Buddy Bolden discussed Bolden's impact on early New 

Orleans jazz. Because there are no known recordings or interviews available that exist, 

Bolden is one of the more obscure figures in jazz history. Marquis' research comprised 

the use of interviews with musicians that knew Bolden, courthouse documents, and 

18 Curtis D. Jerde, "Black Music in New Orleans: A Historical Overview," Black 
Music Research JournallO (1990) 18-24. 

19 Ibid. 
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archival research. There are no known recordings of Bolden's playing or any evidence of 

the specific manner in which he learned to play jazz. Marquis concluded that Bolden was 

strongly influenced by the church spirituals, and the music of New Orleans' brass 

bands.20 

Joanne and John Saul wrote that Bolden's improvisation is not the same as the 

improvisation that takes place today. Bolden's improvisation consisted of adding extra 

nuances to the music. Bolden was known as a powerful cornet player that played by ear. 

He is credited as being the first to use African qualities such as flattened blue notes, 

vocalized tones, and syncopation in early jazz. Saul and Saul based their research on the 

available literature concerning Bolden. The authors commented that much that is written 

about Bolden is myth and due to the absence of recordings, it is difficult to separate fact 

from fiction. 21 Due to the limited information that is available on Bolden, Saul and Saul 

are not able to provide information on whether Bolden studied jazz in school or out-of-

school. One can only speculate that Bolden probably learned to play jazz in an out-of-

school setting. The absence of recordings or interviews with Bolden, make it impossible 

to know how he learned to play jazz. 

Louis Armstrong is perhaps the most widely known musician to come from New 

Orleans. Peter Davis, music teacher at the Waifs Home for Boys, introduced Armstrong 

20 Donald M. Marquis, In Search of Buddy Bolden (Baton Rouge and London: 
LSU Press, 1978). 

21 Joanne Saul and JohnS. Saul, The Legend of Buddy Bolden Critical Studies in 
Improvisation 3 (2007): 1 - 1 0. 
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to the comet.22 Brian Harker's dissertation on Armstrong's early development confirms 

that Armstrong studied with Davis for two years. Armstrong credits trumpeter King 

Oliver with teaching him how to play jazz. Armstrong recalls that Oliver taught him 

modem ways of phrasing on the comet and the trumpet. Oliver often gave Armstrong 

lessons from exercise books and also played duets with him. Harker's dissertation gives 

recognition to musicians and teachers that taught Armstrong, however, Harker did not 

provide an account of specific pedagogical methods that were used. 

Louis Armstrong's autobiography--Satchmo: My Life in New Orleans does not 

indicate how he learned to play jazz. He stated that while playing with Fate Marable's 

band, he studied with mellophone player David Jones. Armstrong recalled: "He'd teach 

me ·about reading music-how to divide like 2/4 time, 6/8 time--had me count different 

exercises."23 Armstrong's book provided a detailed description of how he grew up in 

New Orleans. Armstrong spoke freely of his personal life and performing opportunities 

that he had, but there is very little discussion of his musicalleaming experiences. 

Armstrong recalled that he studied jazz with Joseph "King" Oliver, but there is no 

detailed discussion of what Oliver taught him, or what teaching techniques were used to 

teach Armstrong. 

Patricia Martin's study of Johnny Dodds investigated the musicians' playing style 

through the use of transcriptions and analysis. Dodds was encouraged to play music by 

22 Brian C. Harker, "The Early Musical Development of Louis Armstrong, 1901-
1928" (PhD diss., Columbia University, 1997). 

23 Louis Armstrong, Satchmo: My Life in New Orleans (New York: Prentice
Hall, 1954), 182. 
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both of his parents who were musicians. According to Martin, Dodds was strongly 

influenced by clarinetists Sidney Bechet, Lorenzo Tio Jr. and George Baquet. Martin 

described how Dodds would often sit on the bandstand behind these musicians watch and 

learn in an effort to emulate their playing style. Aside from describing Dodds' experience 

learning on the bandstand, Martin did not provide further insight into Dodds' musical 

development. 24 

David Dicaire's book, Jazz Musicians of the Early Years to 1945 discussed the 

careers of early New Orleans jazz musicians such as Buddy Bolden, Nick LaRocca, King 

Oliver, Kid Ory and others.25 Dicaire did not provide details of pedagogical methods used 

in these musicians' development. The author mentioned that these musicians often took 

private lessons in order to learn how to play music. According to Dicaire, bassist "Pops" 

Foster studied cello privately before he learned to play the bass.Z6 

Dicaire provides brief profiles of several early New Orleans musicians. Jelly Roll 

Morton studied trombone and guitar before settling on the piano as his main instrument. 

Sidney Bechet was born into a musical family. He studied with jazz musicians such as 

Lorenzo Tio, Big Eye Louis Nelson, and George Baquet. Bechet eventually taught 

clarinet to Jimmy Noone.27 Other than these few bits of information, Dicaire was not able 

24 Patricia A. Martin, "The Solo Style of Jazz Clarinetist Johnny Dodds: 1923-
1938" (PhD diss., Louisiana State University Agricultural and Mechanical College, 
2003). 

25 David Dicaire, Jazz Musicians ofthe Early Years, to 1945 (Jefferson, North 
Carolina: McFarland & Company, Inc., 2003). 

26 Ibid. 

27 Ibid. 
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to provide a detailed description of teaching techniques used in the education of these 

mUSICianS. 

In Song for my Fathers, Tom Sancton recalled his personal experience learning to 

play jazz in the segregated 1960's. Sancton describes himself as a young White high 

school student going to Preservation Hall with his father and falling in love with New 

Orleans style jazz. Sancton recalled how he taught himself to play the clarinet and 

eventually began taking private jazz lessons from the older black musicians at 

Preservation Hall. Mentors included George Lewis, Punch Miller, and Creole George 

Guesnon. Sancton provided specific details of learning by imitation from Lewis. 

Sancton stated that there were no scales, theory, or exercises to learn. Lewis' view of 

reading music was that "Folks don't pay nobody to read, they pay ' em to play.28 

Sancton' s out-of-schoollearning experience consisted of learning on the bandstand and 

repeating patterns that his teachers played in private lessons. 

"Bourbon St. Black" written by Jack Buerkle and musician Danny Barker 

explored the lifestyles and musical history of New Orleans musicians in the 1960s and 

early 1970s. According to Buerkle and Barker, one method of learning jazz was through 

family members. Family members gave many musicians their first instrument as well as 

first lessons. Sam Alcorn, James Black, Clyde Kerr Sr. , Isaac "Snookum" Russell, and 

Clem Tervalon, describe family members that influenced them to play music and briefly 

describe pedagogical methods that were used.29 

28 Tom Sancton, Song For My Fathers (New York: Other Press, 2006) 77. 

29 Jack V. Buerkle and Danny Barker, Bourbon St. Black (New York: Oxford 
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David Schmalenberger's study ofNew Orleans drummer, Ed Blackwell 

investigated his early musical development. High school classmates taught Blackwell, 

and he learned the jazz style by listening to recordings. 30 Schmalenberger's dissertation 

on Blackwell used interviews with the musician to gather most of his information. 

Schmalenberger did not provide specific details concerning Blackwell's musical 

development. Schmalenberger described Blackwell's career as a bebop and avant garde 

jazz drummer and the influence of West African rhythms on Blackwell's playing. 

Schmalenberger provided transcriptions of Blackwell's playing style in his study. 

Michael White discussed the value of learning jazz in neighborhood settings 

during his developmental years. White did not discuss specific details of pedagogical 

methods, however, he did provide examples of how older musicians helped nurture and 

guide his development as a musician. White described the high level of professionalism 

that he was taught at a young age and the importance of maintaining the traditional New 

Orleans jazz style. 31 

Creole Music Teachers 

During the early twentieth century, Creole musicians played an integral role in the 

development of New Orleans jazz. Creole musicians were responsible for ananging pre-

jazz (marches, blues, and ragtime) music for small ensembles. They also trained black 

University Press, 1973). 

30 David J. Schmalenberger, "Stylistic Evolution of Jazz Drummer Ed Blackwell: 
The Cultural Intersection ofNew Orleans and West Africa" (PhD diss., West Virginia 
University, 2000). 

31 Michael G. White, "Reflections of an Authentic Jazz Life in Pre-Katrina New 
Orleans" The Journal of American History 94 (2007). 
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musicians and standardized jazz music by notating it for other musicians to play. 32 

Alan Turley discussed how jazz became "standardized" in New Orleans. His 

paper explored ecological and social factors that influenced what he called the 

"standardization" of New Orleans jazz. The ecological factors that Turley examined 

include the New Orleans port, the environment of the city and immigration. He 

examined the city's social class and race relations in the white, black, and Creole 

communities. The results of Turley's study indicated that these racial relationships were 

essential in making New Orleans a major center for the development of jazz in the early 

twentieth century. Turley did not discuss the development of jazz in schools or outside of 

schools. Turley makes no references to specific teachers or pedagogical methods 

employed in the early twentieth century. 

Charles Kinzer's study credited the Tio Family as being the most popular Creole 

teachers of the early twentieth century. This family of teachers consisted of Lorenzo Sr., 

Lorenzo Jr., and Lorenzo Jr.'s uncle- Louis "Papa" Tio. Creole teachers required their 

students to obtain a high level of proficiency on their instruments. Lorenzo Tio Jr. was 

perhaps the strongest teacher to emerge from the family. 33 Lorenzo Tio used the 

traditional Creole music doctrine during lessons. Kinzer states that this doctrine 

consisted of: (1) technical fluency (2) proficiency in music reading and (3) production of 

a broad singing tone. In order to achieve these goals, Tio placed an emphasis on solfege 

32 Alan C. Turley, "The Ecological and Social Determinants ofthe Production of 
Dixieland Jazz in New Orleans" International Review of the Aesthetics and Sociology of 
Music 26 (1995): 107-121. 

33 Charles Kinzer, "The Tios ofNew Orleans and Their Pedagogical Influence on 
the Early Jazz Clarinet Style" Black Music Research Journall6 (1996): 279-302. 












































































































































































































































































