
Overture 
Charles Burnett Beiderbecke (Bix’s brother) recalled: 
  “I did not purchase the Victrola nor any records as Christmas 
presents. It was that I had a little loose cash when I got out of 
the army and made the purchase after I got home. The records 
were thrown in for free.” [1] 
  “When Bix heard these records it was his first exposure to 
jazz. He loved them and played them constantly, studying 
each note with his legs crossed, his head almost in the bell 
oblivious to all of us. 
  Bix taught himself to play the cornet by slowing down Tiger 
Rag and playing it note for note with his ear in the bell.” [2] 

Introduction 
Davenport, Iowa cornetist, pianist, composer and jazz band 
leader Leon Bismark “Bix” Beiderbecke (1903-1931) was a 
great admirer of Nick LaRocca and the ‘Original Dixieland 
Jazz Band’ (ODJB from here on). 
  Beiderbecke’s recording career lasted for six years, 
1924-1930. During this time period he recorded about 250 
titles with the following orchestras:  

• As sideman with the ‘Wolverines’, ‘Sioux City Six’, 
Jean Goldkette, ‘Broadway Bellhops’, ‘Chicago 
Loopers’, Paul Whiteman, Irving Mills and Hoagy 
Carmichael.  

• Under his own name: ‘Bix and His Rhythm Jugglers’, 
‘Bix Beiderbecke and His Gang', ‘Bix Beiderbecke 
and His Orchestra’. 

  Bix recorded five ODJB numbers under his own name. In 
addition, Bix recorded six ODJB numbers with the 
Wolverines and three with Frank Trumbauer’s orchestra. In 
total, Bix recorded twelve ODJB numbers, some twice with 
different groups. I provide herein information about the 
twelve recordings. 

Bix and Nick 
On September 19, 1922, ‘The Royal Harmonists of Indiana’ 
left Chicago for Syracuse in order to fulfill an eight-week 
engagement at the Alhambra Dance Academy. [3], [4]  
  The band consisted of Bix Beiderbecke on cornet, Johnny 
Eberhardt and Wayne “Doc” Hotstetter on saxophone, Eddie 
Condon on banjo, Mervin “Pee Wee” Rank on drums plus 
three unidentified musicians.  
  After completing his engagement at the Alhambra Dance 
Academy and before returning to Chicago, Bix went to New 
York City, principally to meet Nick LaRocca and the ODJB. 
He visited Busoni’s Danceland on 95th Street and Broadway 
where the ODJB was appearing nightly. At this time, the 
ODJB consisted of Nick LaRocca (cnt, dir); Eddie Edwards 
(tb); Artie Seaburg (cl); Henry Vanicelli (p) and Tony Sbarbaro 
(d). While in New York City, Bix stayed with Nick LaRocca 
and Artie Seaburg. 

  On his way back to Davenport, Bix wrote to Nick 
(misspellings uncorrected): 

November, 20, 1922 
Rock Island Lines 
enroute to Davenport Ia. 
Dear Nick:- 
Am on my way home from Chi thot Id take the 
opportunity to write you the dope. 
I saw Mike Fritzel last night and he seemed impressed 
when I told him about you boys wanting to come to Chi 
and that you would consider the Friars Inn if everything – 
"Do" and hours were satisfactory. I sure poured it on 
thick. Well Nick Mike wanted to know the dope in regard 
to the money you boys wanted etc. and I said that you 
would write him the full particulars that I just didn't know. 
All I knew was that you were the best lead in the country. 
Well he expects a letter from you Nick. I'm sending your 
address to him so he can wire you--I was supposed to 
meet him today at 3'clock I left early so I left your address 
addressed to him at Friars. 
You write him about what combination you'll have and 
everything else. I told him that you just made a record 
which pleased him-- His address is Mike Fritzel, Friars Inn. 
Chi. 
Well Nick I wish you the best of luck--give the boys my 
best and tell that clarinette player to expect some "do" 
right soon & also tell him he's the best boy I've ever met. 
Sincerely 
B. Beiderbecke. 
Rapollo & the band are moving in about a week they 
aren't going to New York for a while—Rap, also sends you 
Eddie & Tony his regards.” [3] 

  In a letter to Philip Evans dated April 16, 1960, Nick 
LaRocca remembered Bix’s visit : 

In 1922 Bix sat with the ODJB. He fashioned his music 
after the ODJB arrangements. Bix could play my parts as I 
played them. Yet this was the first time I heard him play in 
the style he was noted for many years. Bix was a self-made 
cornetist. I marveled at this young man developing a style 
of his own. This boy was a perfect gentleman and a 
brilliant musician. [3]  

  Bix’s admiration of Nick LaRocca lasted all his life. 
According to Richardson Turner, a Yale student who had 
known Bix since 1924, “Bix told me [in 1931] that he’d only 
go across the street to hear two horns - Louis and 
LaRocca.” [5] 

Recordings by Bix Beiderbecke of ‘Original 
Dixieland Jazz Band’ Numbers

By Albert Haim



ODJB and Bix Beiderbecke Recordings 

  There was one recording of this tune in 1922 or 1923 by the 
Society Syncopators and no other recordings in the 1920s 
until ‘Frankie Trumbauer And His Orchestra’ (a band within 
the Jean Goldkette band) recorded it in New York. 
  This was the second recording session of ‘Frankie Trumbauer 
And His Orchestra’. As in the previous session, Bix and Tram 
chose an ODJB number as one of the tunes to record. 
  It is noteworthy that less than a year later, on February 21, 
1928 in Berlin, Germany, the New Yorkers ‘Tanz 
Orchester’ (that included Danny Polo and Dave Tough) 
recorded Ostrich Walk using the exact Bix and Tram 
arrangement. This is an early if not the earliest example of 
Repertory Jazz, the preservation and faithful performance by 
new bands of jazz numbers associated with early jazz bands.  
  The 1922 or 1923 recording of Ostrich Walk by the Society 
Syncopators was P157-2, Personal record label, the Electric 
Recording Laboratories of New York. For $35 individuals or 
groups reserved the Electric Recording Laboratories studio for 
a recording session and received a dozen personal discs. In 
spite of the name on the label, the records in 1922-23 by the 
Electric Recording Laboratories were acoustic. The ‘Society 
Syncopators’ Ostrich Walk, one of the tracks in the Timeless 
CD From Ragtime to Jazz Volume 3, is an almost note-by-
note recreation of ODJB's Victor 18457-B, recorded March 
18, 1918. Nothing is known about the ‘Society Syncopators’. 
Nevertheless, their Ostrich Walk recording, is unlikely to be 
an early example of Repertory Jazz, the preservation and 
faithful performance by new bands of jazz numbers 
associated with early jazz bands. More likely, it was an 
enjoyable experiment by a group of musicians. The other 
number the Society Syncopators cut at their Ostrich Walk 
recording session, First, Last and Always penned by Akst and 
Davis, bears no relation to the ODJB. 

1. Ostrich Walk (Nick LaRocca and Larry Shields)

ODJB

1. New York, August 17, 1917, Aeolian Vocalion 1206. 
2. New York, March 18, 1918, Victor 18457. 
3. London, May 12, 1919, English Columbia 736. 
4. New York, September 2, 1936, Victor 25460.

Bix Beiderbecke

FRANKIE TRUMBAUER AND HIS ORCHESTRA  
Bix Beiderbecke, c; Bill Rank, tb; Don Murray, cl/as; Doc Ryker, 
as; Frankie Trumbauer, C-mel; Itzy Riskin, p; Eddie Lang, g; 
Chauncey Morehouse, d.                          New York, May 9, 1927. 
W-81071-A Ostrich Walk Rejected 
W-81071-B Ostrich Walk OKeh 40822

Announcement of the Opening of the Royal Harmonists of 
Indiana at the Alhambra Dancing Academy, Syracuse, NY. 
Syracuse Herald, September 20,1922, p15.

Record Label of OKeh 40822. Courtesy of Michael Kieffer. 
Signed by Frank Trumbauer (Best Regards), Bix Beiderbecke 
(Best of everything). Pee Wee Russell (Best of luck). Michael 
bought the record around 1987 from a long-time collector who 
had bought it in the 1970s from the late Robert Altshuler, a 
leading collector of jazz records and a former CBS Records 
executive. The signatures have not been authenticated. 



There were two additional recordings in the 1910s, one by 
the ‘Synco Jazz Band’ (Joseph Samuels) in New York in March 
1919 and, interestingly, one by the ‘Orchestra del Trianon’ in 
Milan, Italy on April 25, 1919. 
  Surprisingly, although At the Jazz Band Ball has become a 
jazz standard, there was only one recording of the tune in the 
1920s. It was chosen by Bix as the first recording of ‘Bix 
Beiderbecke and His Gang’, a band within ‘Rollini’s New 
Yorkers’. 
  Two other numbers were recorded at this session: Royal 
Garden Blues and Jazz Me Blues. It is noteworthy that Bix 
chose, for his first recording session as ‘Bix Beiderbecke and 
his Gang’, exclusively ODJB numbers, a manifestation of the 
ODJB’s important inspiration in Bix’s musical career.  
  According to Richard Hadlock: “At the Jazz Band Ball, for 
example, sounds like an uninvolved, hard-hitting selection, 
but the cornet line is bristling with accented sixths, ninths, 
thirteenths, ingenious scale like figures, and unusual passing 
tones.” [6] 

The second recording of this tune was by the ‘Mayfair Dance 
Orchestra’ in England on October 16, 1919. 
  The third recording was by the ‘Wolverine Orchestra’. It was 
one of four ODJB numbers cut by the ‘Wolverine Orchestra’ 
in their first recording session in Richmond, Indiana on 
February 18, 1924. 
  Fidgety Feet is the first time we hear Bix on wax. Richard 
Hadlock writes: “As near as we can tell from the crudely 
recorded sounds of Fidgety Feet, Bix had already, on his very 
first record, eclipsed his early hero, ‘Original Dixieland Jazz 
Band’ cornetist Nick La Rocca. The Wolverine performance is 
relaxed, in the manner of the ‘New Orleans Rhythm Kings’, 
and the pulse is in 4/4 time rather than in the jerky 2/4 “cut” 

time that mars the ODJB recordings. Bix’s rhythmic sense is 
sure, but his tone is undeveloped (he was not quite 21 at the 
time of this recording), his vibrato tense, and his melodic 
inventiveness only suggested.” [6] 

This was recorded in the first of two recording sessions of the  
‘Wolverine Orchestra’ in New York. It includes trombonist 
Brunies who was not a regular member of the Wolverines. 
  The tune was recorded as Sensation Stomp by ‘Paul 
Whiteman and His Orchestra’ on August 11, 1927. The Don 
Redman arrangement features a spectacular 32-bar alto solo 
by Jimmy Dorsey. 

2. At The Jazz Band Ball (Nick LaRocca and Larry Shields)

ODJB

1. New York, September 3, 1917, Aeolian Vocalion 1205. 
2. New York, March 18, 1918, Victor 18457. 
3. London, April 16, 1919, English Columbia 735.

Bix Beiderbecke

BIX BEIDERBECKE AND HIS GANG 
Bix Beiderbecke, c; Bill Rank, tb; Don Murray, cl; Adrian Rollini, 
bsx; Frank Signorelli, p; Chauncey Morehouse, d. 
                                                           New York, October 5, 1927. 
81518-A At the Jazz Band Ball  Rejected 
81518-B At the Jazz Band Ball  OKeh 40923 
81518-C At the Jazz Band Ball  Rejected

3. Fidgety Feet (Nick LaRocca and Larry Shields)

ODJB

1. New York, June 25, 1918, Victor 18564. [7] 
2. New York, September 25, 1936, Victor 25668.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Al Gande, tb; Jimmy 
Hartwell, cl/as; George Johnson, ts; Bob Gillette, bj; Min Leibrook, 
bb; Vic Moore, d.                      Richmond, IN, February 18, 1924. 
11751    Fidgety Feet  Rejected 
11751-A Fidgety Feet  Gennett 5408 
11751-B Fidgety Feet  Rejected 
11751-C Fidgety Feet  Rejected

4. Sensation Rag/Sensation (Eddie Edwards)

ODJB

1. New York, June 25, 1918, Victor 18483. 
2. London, May 12, 1919, English Columbia 736.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Al Gande, tb; Jimmy 
Hartwell, cl/as; George Johnson, ts; Bob Gillette, bj; Min Leibrook, 
bb; Vic Moore, d.                      Richmond, IN, February 18, 1924. 
11753    Sensation Rag  Gennett Unissued 
11753-A Sensation Rag  Gennett Unissued 

Dick Voynow, p, dir. Bix Beiderbecke, c; George Brunies, tb/k; 
Jimmy Hartwell, cl/as; George Johnson, ts; Bob Gillette, bj; Min 
Leibrook, bb; Vic Moore, d.           New York, September 18, 1924. 
9079    Sensation  Gennett 5542 
9079-A Sensation  Gennett Rejected 
9079-B Sensation  Gennett Rejected

5. Tiger Rag (Copyrighted by ODJB, authorship disputed)

ODJB

1. New York, August 17, 1917, Aeolian Vocalion 1206. 
2. New York, March 25, 1918, Victor 18472. 
3. London, May 19, 1919, English Columbia 748. 
4. New York, c. April 20, 1923, OKeh 4841. 
5. New York, September 2, 1936, Victor 25403. As ‘Nick La 

Rocca And The Original Dixieland Band’. 
6. New York, November 10, 1936, Victor 25524. As the ‘Original 

Dixieland Five’.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Jimmy Hartwell, cl; 
George Johnson, ts; Bob Gillette, bj; Min Leibrook, bb; Vic Moore, 
d.                                              Richmond, IN, February 18, 1924. 
11932 Tiger Rag Gennett Unissued, test pressings issued 
contemporaneously.



This tune is one of the most frequently recorded jazz 
standard. Tom Lord’s discography lists over one thousand 
recordings. 
  Although Tiger Rag was copyrighted by the ‘Original 
Dixieland Jazz Band’, the authorship has been disputed. 
“Jelly Roll Morton claimed that the tune was an adaptation of 
an old French quadrille that was widely known to New 
Orleans musicians. Various New Orleans musicians claimed 
that the song had been around under different titles before the 
ODJB recorded it.” [8] Commenting on Vincenzo 
Caporaletti’s detailed analysis of Morton’s claim, Bruce Boyd 
Rayburn stated: “The Tiger Rag that has been passed down to 
us is clearly the one that LaRocca crafted, and recognition of 
this accomplishment must depend on a dispassionate and 
judicious assessment of the evidence available, which 
Caporaletti has provided.” [9] 
  On January 1, 2003, the ODJB’s second recording of Tiger 
Rag, Victor 18472, was added to the National Recording 
Registry. The induction read as follows: 

“Tiger Rag.” The Original Dixieland Jazz Band. (1918). 
  The ‘Original Dixieland Jazz Band’ was the first jazz band to 
make a commercial recording. This all-white New Orleans-
style group from Chicago featured cornetist Nick LaRocca. 
While not the best ensemble of its day, the first recordings of 
the ‘Original Dixieland Jazz Band’ initiated a craze for a new 
art form -- jazz. [10] 
  The ‘Wolverine Orchestra’ recorded Tiger Rag in Richmond, 
IN on June 20, 1924. They went to the Gennett recording 
studio in Richmond, IN and waxed three sides, I Need Some 
Pettin’, Royal Garden Blues and Tiger Rag. The first two titles 
were issued as Gennett 20062. The 20,000 Gennett series 
were personalized records paid for by the artists who 
recorded them. Vic Moore told Phil Evans in a telephone 
interview on August 26, 1973 that Jimmy Hartwell and Dick 
Voynow arranged to pay the Starr Company to record these 
Gennett records. [3] The musicians were not paid for this 

date. Only test pressings of the third title, Tiger Rag, were 
made at that time. 
  One month after they recorded Tiger Rag, the Wolverines 
(with Vic Berton in place of Vic Moore) posed for several 
photos at the Indianapolis Palace Theatre where they 
appeared on July 21-23, 1924. One of the photos features Bix 
examining a test pressing of Tiger Rag. [3] 
  This is possibly the test pressing that Bix gave to his mother. 
A proud Agatha Beiderbecke wrote on the record label: “Bix’s 
own record.” The test pressing is currently in the collection of 
the Institute of Jazz Studies, Rutgers University. Agatha 
Beiderbecke gave the record to Marshall Stearns, founder of 
the Institute and pioneer jazz scholar, when he visited Bix’s 
parents in Davenport in the 1930s. 
  “The Wolverine Orchestra’s Tiger Rag was first commercially 
issued in England in the Spring of 1936. Tiger Rag was a side 
in one of the seven-disc English Brunswick Classic Swing 

series. The series consisted of two 
albums of dubbings of Gennett 
recordings of King Oliver, the 
‘New Orleans Rhythm Kings’, the 
Wolver ines , ‘Hi tch’s Happy 
Harmonists’, the ‘Friars Society 
Orchestra’, and Husk O’Hara, BrE 
02200 through BrE 02213. Six of 
the Wolverines recordings were 
included in the classic Swing 
series, volume 1.” [11] Tiger Rag 
was coupled with Copenhagen on 
Brunswick 02205. 
  The test pressing used to make the 
master to press Brunswick 02205 
belonged to Vic Moore who had 
given it to Edwin ‘Squirrel’ 
Ashcraft, a Bix admirer and friend 
from the Princeton days. Ashcraft 
gave the test pressing to the 
Wolverines’ pianist Dick Voynow 
who was running the Decca studio 
in Chicago. “One of us dropped 
the Tiger Rag test record on the 
floor of the studio,”  recalled 
Ashcraft in an October 7, 1960 
letter to Phil Evans. [3] Because of 
the historical significance of the 

Copyright Listings for Tiger Rag.

Indianapolis Palace Theatre, July 21-23, 1924. Bix examines a test pressing of Tiger Rag.



recording, Jack Kapp, formerly of Brunswick and at the time 
the president of American Decca Records Inc., decided to go 
ahead and make a dub of the cracked record on November 
27, 1935. The dub, matrix number 90486 was taken to the 
Brunswick studios in England, mastered and issued in 
England and in France. 

  The same dub made in the Chicago Decca studios from the 
cracked test pressing was used in the production of HRS 24.  
Trombonist Al Gande is listed on the record label. This is an 
error. Al Gande participated only in the first recording session 
of the ‘Wolverine Orchestra’. 
  The Hot Record Society (HRS), founded in 1937, was an 
American jazz record label that reissued early hot jazz music. 
In 1940, the Hot Record Society issued an album (Hot Record 
Society Album No. 2) titled: Young Man With A Horn; Bix 
and the Wolverines. The album consisted of five records, HRS 
22-25. 
  Because of the poor condition of the test pressing used in 
the production of English Brunswick 02205 and HRS 24, the 
sound quality of the records was unsatisfactory. Beginning in 
the 1940s, test pressings of excellent quality were made using 
a metal stamper stored in Harry Gennett’s garage. [12] This 
metal stamper was used to produce the test pressing used in 
the 2001 CD Gennett Records Greatest Hits Volume II. The 
liners for the CD include the following information: “The 
Wolverines “Tiger Rag” is from a test record made directly 
from the master recording. Note the voice at the end saying 

use that take.” The identification of the words has been 
discussed for two decades in the Bixography Forum. [13] The 
present consensus is that the voice articulates the words I 
dropped it. 
  Within three years of the Wolverine’s recording of Tiger Rag, 
the following four recordings of the song were released. 

1. May 4, 1925. ‘California Ramblers’ (under various 
pseudonyms depending on the record label: ‘Five 
Birmingham Babies’, ‘Goldie’s Syncopators’, etc.). Red 
Nichols and Frank Cush on trumpet. 

2. May 12, 1926. ‘University Six’. Chelsea Quealey on 
trumpet. 

3. May 1926. ‘Purple Pirates Orchestra’. Unknown 
cornetist. 

4. December 1927. ‘Devine’s Wisconsin Roof 
Orchestra’. Dick Happe and Alec Alexander on 
trumpet. 

  What is remarkable about the above four recordings issued 
in the time period 1925-1927, long before the first 
commercial release of the Wolverines’ Tiger Rag in 1936, is 

that they all feature a trumpet solo that is nearly a note for 
note copy of Bix’s cornet solo in the Wolverine’s recording of 
Tiger Rag. A hypothesis has been advanced to explain this 
unusual set of circumstances. [14] 

Test Pressing of Tiger Rag. Courtesy of Tad Heshorn and Dan 
Morgerstern, Institute of Jazz Studies. 



This was the first recording session of ‘Frankie Trumbauer And 
His Orchestra’ and one of three numbers waxed on that date. 
The other two were Trumbology and the immortal Singin’ the 
Blues. This Bix and Tram group consisted of members of the 
Goldkette orchestra, except for Jimmy Dorsey who was 
replacing an ailing Don Murray.  
  According to Richard Hadlock, ”Clarinet Marmalade, in an 
arrangement sketched by Bill Challis, reached back once 
more to the ‘Original Dixieland Jazz Band’ library. It is played 
at a fast clip and is one of Bix's very best recordings. It 
showed him to be, too, one of the most agile horn players on 
the scene in 1927. Few men could execute clean, precise, 
fully formed notes while improvising at this pace, and 
probably only one or two (Armstrong and Jabbo Smith come 
to mind) would have been able to conceive original ideas 
rather than cliches while carrying it off. Bix’s Clarinet 
Marmalade is, too, a triumph in terms of logical overall 
structure, melodic symmetry, and rhythmic drive, a most 

extraordinary jazz recording.” [6] Interestingly, there is an 
interpolation of Beiderbecke’s interlude from In a Mist at 
1:39. 

  Fred Elizalde was an admirer of Bix Beiderbecke. In the May 
1927 issue of Melody Maker, Fred Elizalde and his brother 
Manuel write: “Take for instance, “Bix” Bidlebeck [sic]. Bix is 
considered by Nichols himself, and every other trumpet 
player in the States for that matter, as the greatest trumpet 
player of all time. “Bix” is called the “King” by his brother 
musicians - a fitting title for such an artist.” Two of Bix’s fellow 
musicians in the ‘New Yorkers’ short-lived band, leader and 
multi-instrumentalist Adrian Rollini and reed player Bobby 
Davis, were members of the 1928-1929 Elizalde band. In 
early 1929, Rollini temporarily returned to the USA to hire 
musicians for the Elizalde band. While in New York, Rollini 
sought out Bix, but he was recuperating at home in 
Davenport, Iowa from an alcohol-induced breakdown.  
  Jack Jackson, the dominant trumpet player in Elizalde’s 
recording, displays clearly Bix’s influence. 

The Wolverines chose this tune and three other ODJB 
numbers (Fidgety Feet, Sensation Rag and Jazz Me Blues) for 
their first recording session. According to Evans and Evans, 
Bix plays piano behind Brunies’ trombone mouthpiece solo. 
Although Bix played piano throughout his life, he was 
recorded on piano in only five numbers: Lazy Daddy, Big 
Boy, For No Reason At All In C, In A Mist and Wringin’ and 
Twistin’.  

7. Lazy Daddy (LaRocca, Shields and Ragas)

ODJB

1. New York, July 17, 1918, Victor 18564.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Al Gande, tb; Jimmy 
Hartwell, cl/as; George Johnson, ts; Bob Gillette, bj; Min Leibrook, 
bb; Vic Moore, d.                      Richmond, IN, February 18, 1924. 
11752    Lazy Daddy Gennett Unissued 
11752-A Lazy Daddy Gennett Unissued 
11752-B Lazy Daddy Gennett Unissued 

Dick Voynow, p, dir. Bix Beiderbecke, c/p; George Brunies, tb/k/tb 
mouthpiece; Jimmy Hartwell, cl/as; George Johnson, ts; Bob 
Gillette, bj; Min Leibrook, bb; Vic Moore, d. 
                                                     New York, September 18, 1924. 
9080    Lazy Daddy  Gennett Rejected 
9080-A Lazy Daddy  Gennett 5542 
9080-B Lazy Daddy  Gennett 5542

6. Clarinet Marmalade (Larry Shields and Henry Ragas)

ODJB

1. New York, July 17, 1918, Victor 18513. 
2. New York, September 2, 1936, Victor 25411, as ‘Nick LaRocca 

and The Original Dixieland Band’. 
3. New York, November 10, 1936, Victor 35525, as ‘Original 

Dixieland Five’.

Bix Beiderbecke

FRANKIE TRUMBAUER & HIS ORCHESTRA WITH BIX  
Frankie Trumbauer, Cm, dir. Bix Beiderbecke, cnt; Bill Rank, tb; 
Jimmy Dorsey, cl/as; Doc Ryker, as; Paul Mertz, p;  Howdy 
Quicksell, bj;  Eddie Lang, g; Chauncey Morehouse (d). 
                                                          New York, February 4, 1927. 

W-80392-A Clarinet Marmalade  OKeh 40772 
W-80392-B Clarinet Marmalade  OKeh Rejected  
W-80392-C Clarinet Marmalade  OKeh Rejected

Other Notable Recordings

NEW ORLEANS RHYTHM KINGS 
Paul Mares, c; George Brunies, tb; Leon Roppolo, cl;  Jack Pettis, 
Cm;  Glenn Scoville, as/ts;  Don Murray, cl/ts;  Jelly Roll Morton, 
p; Bob Gillette, bj; Chink Martin, bb; Ben Pollack (d). 
                                                  Richmond, IN, July 17, 1923. 
11540 Clarinet Marmalade  Gennett 5220 
  As a youngster Bix used to go to the Friar’s Inn and sit with the 
NORK. George Brunies, Don Murray and Bob Gillette recorded 
with Bix. 

FLETCHER HENDERSON AND HIS ORCHESTRA 
Fletcher Henderson, p, dir. Russell Smith, Joe Smith, Tommy 
Ladnier, t; Benny Morton (tb) Buster Bailey, cl/ss/as; Don Redman, 
cl/as/a; Coleman Hawkins, cl/ts; Charlie Dixon (bj) June Cole, bb; 
Kaiser Marshall, d. 
                                                New York, December 8, 1926. 
E4182,E20988 Clarinet Marmalade 
                                                       Brunswick (Export) 40886 
E4183,E20989 Clarinet Marmalade 
                                  Vocalion 1065, 15497; Brunswick 3406  
  The Fletcher Henderson and Jean Goldkette (with Bix) orchestras 
participated in a legendary “Battle of the Bands” in Roseland on 
October 13, 1926. 

FRED ELIZALDE AND HIS ORCHESTRA  
Fred Elizalde, p/a, dir. Jack Jackson, George Ratcliffe, t; Jack 
Miranda, Manuel ‘Lizz’ Elizalde, cl/as; Joe Crossman, ts/bar; 
George Hurley, vn; Joe Brannelly, bj; Tiny Stock, bb; Max Bacon, 
d.                             London, August/September 1927. 

Clarinet Marmalade 
   Brunswick 120 (as FRED ELIZALDE AND HIS MUSIC) 
   Vocalion B-231 (as FRED ELIZALDE AND HIS HOT MUSIC)



  “Lazy Daddy, available in two takes, is full of whimsy and 
strange passages in which Bix sounds aggressive and bashful 
at the same time, but it is not a significant Wolverine 
recording.” [6] 

On December 1, 1920, the ODJB recorded Margie, another 
composition by Robinson and Conrad. As seen on the record 
label, the recording is described as a medley and specifies 
Introducing “Singin’ the Blues.” 
  Bix and Tram recorded Singin’ the Blues in the first 
recording session of ‘Frankie Trumbauer And His Orchestra’. 
  It is noteworthy that credit on the record label is given to 
“FRANKIE TRUMBAUER & HIS ORCHESTRA WITH BIX AND 
LANG.” Evidently, the OKeh record producers viewed Bix 
and Lang as sufficiently well-known among record buyers for 
their names to aid in sales. With the exception of Eddie Lang 
and Jimmy Dorsey, the musicians were members of the Jean 
Goldkette Victor Recording Orchestra. Eddie Lang (and Joe 

Venuti) were added to the Goldkette band when in New York. 
Jimmy Dorsey had been a member of the Goldkette orchestra 
in 1924 (as was Joe Venuti) and was here as a replacement for 
Don Murray who was ailing at the time of the recording 
session. 
  Frank Trumbauer’s Singin’ the Blues is viewed by jazz 
historians as one of the most influential 1920s jazz 
recordings. Singin' the Blues was inducted in the National 
Recording Registry in 2005: 
“Frankie Trumbauer and His Orchestra with Bix Beiderbecke. 
(1927)” 
  Saxophonist Frankie Trumbauer and cornetist Bix 
Beiderbecke created some of the most significant jazz 
recordings of the 1920s, works still noted for their beauty and 
influence on fellow musicians. Trumbauer and Beiderbecke 
had previously worked together in the orchestras of Jean 
Goldkette, Adrian Rollini and Paul Whiteman. Together with 
guitarist Eddie Lang and other members of the ensemble, 
Trumbauer and Beiderbecke recorded “Singin' the Blues,” 
which contains one of Beiderbecke's greatest solos.” [15] 
  Singin' the Blues spread like wildfire among musicians and 
was played over and over, admired, imitated. Many of the 
trumpet players had fallen under the spell of Bix. As 
Chauncey Morehouse tells us, 
  “You couldn’t go anywhere in New York without hearing 
some guy trying to play like Bix. They copied his tone, his 
attack, his figures. Some guys tried to take his stuff right off 
the records. Others just came and listened. It was 
amazing.” [16] 
  According to Richard Sudhalter, “Bill Challis arranging 
Singin’ the Blues for Paul Whiteman’s Orchestra in 1928, 
scored Trumbauer’s chorus for the entire reed section. It got 
the same treatment on Fletcher Henderson’s two 
performances of the piece: the reeds play Trumbauer together, 
before Rex Stewart renders Bix’s equally famed thirty-two bars 
as a solo in the inflections and accents of his own style. It was 
the first time such homage had been delivered in so complete 
a fashion.” [17] The records were waxed under the name 
‘Connie’s Inn Orchestra’ on April 10, 1931 (Melotone 12145) 
and April 29, 1931 (Victor 22721). 
  Indeed, the two 1931 recordings of Singin’ the Blues by 
Fletcher Henderson’s orchestra represent a milestone in the 
history of Repertory Jazz. “In jazz circles, an ensemble 
formed primarily to perform compositions from the 
repertories of past jazz bands, and secondarily to assist young 
musicians in acquiring skills appropriate for playing in classic 
jazz styles. Performances associated with repertory bands 

8. Singin’ The Blues 
(J. Russel Robinson, 

Con Conrad, Sam M. Lewis, Joe Young)

ODJB

1. New York, September 13, 1920, Victor Test.

Bix Beiderbecke

FRANKIE TRUMBAUER & HIS ORCHESTRA WITH BIX AND 
LANG 
Frankie Trumbauer, Cm, dir. Bix Beiderbecke, cnt; Bill Rank, tb; 
Jimmy Dorsey, cl/as; Doc Ryker, as; Paul Mertz, p;  Howdy 
Quicksell, bj;  Eddie Lang, g; Chauncey Morehouse (d). 
                                                          New York, February 4, 1927. 
W-80393-A Singin’ The Blues  OKeh Rejected 
W-80392-B Singin’ The Blues  OKeh 40772

Other Notable Recordings

PAUL WHITEMAN PRESENTS BEE PALMER WITH THE FRANK 
TRUMBAUER ORCHESTRA  
Unknown, t; Bill Rank, tb; Frank Trumbauer, Cm; Chet Hazlett or 
Charles Strickfaden, as; Irving Friedman, cl/ts; Lennie Hayton, p; 
Snoozer Quinn, g; Min Leibrook, bsx; George Marsh, d; Bill 
Challis, a; Bee Palmer, v.                    New York, January 10, 1929. 
147771-1 Singin’ The Blues  Unissued 
147771-2 Singin’ The Blues  Unissued 
147771-3 Singin’ The Blues The Old Masters MB 107 CD From 
Vince Giordano’s test pressings. 

MARION HARRIS 
Marion Harris (vcl) acc by unknown studio orch. 
                                                         London, August 2, 1934. 
TB-1461-2 Singin’ The Blues. Decca F-5160



usually involve meticulous transcription and re-creation from 
recordings, attempting not only to capture instrumentation 
and voicings from historic arrangements but also in many 
cases to reproduce (originally improvised) solos,” [18] Jeffrey 
Magee provides important details. “William Challis 
contributed two charts clearly based on transcriptions of 
recordings by the Frankie Trumbauer orchestra which 
appeared back-to-back on the same OKeh record: Singin’ the 
Blues and Clarinet Marmalade. Singin’ the Blues has 
received the most attention as it stands out as an anomaly of 
the period: a performance that aims to recreate the style, 
structure and solos of another band’s arrangement—in other 
words a performance in the spirit of a jazz repertory band of 
a half century later.” “Rex Stewart’s presentation of 
Beiderbecke’s solo has been a source of much commentary 
among historians of early jazz, since he plays nearly note-for-
note what Beiderbecke played in 1927.” [19] 
  Trumbauer’s Singin’ the Blues has the distinction of being 
the first recording where the solos were adapted to the 
vocalese format (singing lyrics based on an instrumental jazz 
solo). Two recordings based on the Beiderbecke and 
Trumbauer solos were waxed. 
   Following Trumbauer’s solo from his 1927 recording scored 
for the Whiteman reed section, Bee Palmer vocalizes the solo 
with lyrics by Ted Koehler and then scats Bix’s solo.  
  Marion Harris’s 1934 recording features her vocalese based 
on the solo improvisations by Beiderbecke and Trumbauer in 
their 1927 recording. 

Margie, named after the daughter of entertainer Eddie Cantor, 
was composed by J. Russell Robinson and Con Conrad with 
lyrics by Benny Davis. In the Fall of 1920, Eddie Cantor was 
appearing in the Broadway Brevities of 1920 in the Winter 
Garden Theatre, in New York City, and sang the tune on a 
Sunday evening concert in November. Later, he interpolated 
Margie in the Midnight Rounders of 1921. Cantor describes 
this in his autobiography, “And there was Con Conrad, best 
known for The Continental. For me he wrote the music for 
Lena, She's the Queen of Palesteena, and Ma, He's Making 
Eyes at Me, and Barney Google, and -Margie, which I sang 
first on a Sunday night at the Winter Gardens and then took 
into the Midnight Rounders. Con wrote Margie with Benny 
Davis and J. Russell Robinson and the minute they finished it 
they brought it over to “plug” to me because I had a daughter 
named Marjorie.” [20] 

  This was the last recording session of ‘Bix Beiderbecke and 
His Gang’. As was the case for the tunes waxed in the Gang’s 
first recording session, Margie is a return and a tribute to the 
music of the ‘Original Dixieland Jazz Band’. In September 
1928, Bix was a member of the Paul Whiteman Orchestra. 
Thus, this edition of ‘Bix Beiderbecke and His Gang’ was a 

band within Whiteman's band. The absence of a professional 
drummer and the presence of two pianists (Bargy and Hayton) 
are conspicuous. The roster of musicians listed above is given 
by Sudhalter and Evans in Bix: Man and Legend, by Evans 
and Evans in Bix: The Leon Beiderbecke Story, by the research 
team (Richard Sudhalter, Scott Wenzel, Michael Brooks, Dan 
Morgenstern, Mike Peters, Dave Sager, Loren Schoenberg, Joe 
Showler) for the Mosaic set on Bix, Tram and Teagarden, by 
Jean Pierre Lion in Bix, The Definitive Biography of A Jazz 
Legend and by Brian Rust in Jazz and Ragtime Records. The 
information in the Mosaic set is based in addition on the 
original OKeh file cards located in Sony’s New York archives. 
The drummer in Margie is probably Lennie Hayton, not 
George Marsh, the Whiteman drummer at the time. The 
relationship between Bix and George Marsh was strained. 
[21] Sudhalter writes in the Mosaic booklet, “There is no 
drummer-at least no official one. Research places Roy Bargy 
at the keyboard, and fellow pianist Lennie Hayton at a jury-
rigged drum kit.” “From all recollections Bix worked out a 
simple, functional four-bar intro, and they jammed the rest 
with Hayton pounding away happily-if without noticeable 
finesse-on the drums.” The first two sides were released on 
February 5, 1929 on OKeh 41173. Curiously, the first release 
of Margie was in England on February 1, 1942 in the 
Parlophone Jazz Classics Series as by ‘Bix Beiderbecke and 
His Orchestra’. 

  A fascinating article details how the OKeh master of Margie 
was discovered in The Gramophone Company/EMI holdings. 
[22] Sinclair Traill (founder of the Jazz Journal magazine) and 
Bill Elliott (editor of the “Collector’s Corner” in Melody 
Maker, and broadcaster of Radio Rhythm Club on the BBC) 
realized that the last ‘Bix Beiderbecke and His Gang’ record 
known at the time was Louisiana, matrix number 401139. 

They had a “hunch that maybe other titles were made [by 
Bix] during the same period” and asked Wally Moody, of the 
Gramophone Company (EMI), to search for “some old OKeh 
masters.” Sinclair Traill tells the story, “It was Thursday, 
November 27, and I was due to report to the R.A.F. the 
following day. Bill and I had gone up to see Wally Moody at 
Abbey Road for me to make my adieus to him. We chatted of 
this and that, and just as we were leaving-Bill was half-way 
down the stairs-when Wally said, ‘By the way, here's a list of 
those Okeh titles you wanted.’ “On their way home, after 
seeing Margie by Bix and His Gang in the list, they called 
Moody and asked him to provide a test pressing. On Friday, 
November 28, Elliott played the record over the telephone to 

9. Margie 
(J. Russel Robinson, Con Conrad, lyrics by Benny Davis)

ODJB

1. New York, December 1, 1920, Victor 18717.

Bix Beiderbecke

BIX BEIDERBECKE AND HIS GANG 
Bix Beiderbecke, c; Bill Rank, tb; Irving Friedman, cl; Min 
Leibrook, bsx; Roy Bargy, p; Lennie Hayton, 2nd p, timpani, 
harmonium.                                  New York, September 21, 1928. 
401138-B Rhythm king  OKeh 41173 
401139-A Louisiana.     OKeh 41173 
401140-A Margie          Parlophone (E) R2833



Traill. Traill continues his account, “It was all we had hoped 
for and more, a typical Bix and His Gang on Okeh Matrix 
No. 401140." 

  The first American issue of Margie by ‘Bix Beiderbecke and 
His Gang’ took place in 1948 as Special Edition 5012-S by 
the American Record Corporation. 

  The American Record Corporation name was revived by 
Columbia in May 1948 by issuing the Special Edition series, a 
set of recordings produced for the record collectors’ market. 
The sides, pressed from American masters, had been 
originally recorded in the 1920s and 1930s for Brunswick, 
Columbia, OKeh, and Vocalion. Most of the recordings in the 
Special Edition series had been issued previously, but some 
had been rejected or were not issued at the time. The 
producer was George Avakian, Columbia’s collector 
specialist, who had previously produced the Hot Jazz Classic 
albums. It will be seen that the record label specifies that this 
was the “First American Edition” and provided, as expected 
for a record produced for collectors, three pieces of 
discographical information: the date of the recording, the 
matrix number, and the roster of musicians. The drummer and 
pianist in the Special Collections edition are given as George 
Marsh and Lennie Hayton, respectively. In fact, the drummer 
and pianist were Lennie Hayton and Roy Bargy, respectively. 

This 1920 jazz standard was first recorded by Lucille 
Hegamin with ‘Harris's Blues And Jazz Seven’, The ODJB 
recorded it on May 3, 1921, They cut five takes, the first four 
with Lativia Turner on vocal were rejected. Take 5 was issued 
on Victor 18772. 

  February 18, 1924 was a highly significant date in Bixology: 
it was the first time that Bix went to a recording studio and 
cut records. In addition to The Jazz Me Blues, where Bix 
played his first recorded solo, the Wolverines recorded three 
other numbers. It is highly significant that the four numbers 
waxed on that important day had been recorded earlier by 
the ODJB. But It is important to point out that the Wolverines 
recordings were not examples of Repertory Jazz. They were, 
indeed, a tribute to the ODJB, but the arrangements and solos 
were not copies of what the ODJB had done in their 
recordings. The Wolverines recordings brought a different and 
original approach. According to David Sager, there were two 
“ingredients” that made the Wolverines unique. [23] 

• “The Wolverines really were in the grand scheme of 
things: the first modern jazz band. For one thing, unlike 
the bands they admired and learned from, the Wolverines 
saw jazz as a tangible and specific type of music and 

their focus was to play it. The fact that audiences would 
want to dance to it was secondary, a by-product. They 
were the first jazz band on record to consistently add 
smartly arranged passages using whole tone scales, 
augmented and extended chords, such as added ninths 
and thirteenths. 

• The rhythmic veracity and momentum with which the 
Wolves performed is attributed to something called “sock 
time,” a style that is both easy to recognize and difficult 
to define. It is often characterized as an equal emphasis 
of all four beats of a measure by both rhythm section and 
front line. This oft-repeated explanation does not really 
describe the hypnotic effect achieved by the Wolverines.  
Sudhalter gets closer by describing the effect as “at once 
both tight and relaxed.” It was exciting, but not in the 
frenetic way put forth a few years later by the young, 
white Chicagoans, like Frank Teschemacher, and Eddie 
Condon. Sock time was a rhythmic interaction more 
intimate and cerebral than out-and-out hot playing. 
Notice particularly the first half of the final ensemble 
passages: Bix tamps down his volume and the other 
instrumental parts come through, exposing the moving 
parts of the band’s machinery. Another defining aspect to 
consider is the use of a choked cymbal after beat that 
adds a socking sensation to the rhythm. And we shouldn’t 
forget that the hi-hat cymbal (not yet in common use 
when these recordings were made)—generally played on 
the after beat—was at one time known as a “sock 
cymbal.”  

  Bix’s second recording of Jazz Me Blues and two other 
numbers were waxed at the first recording session for ‘Bix 
Beiderbecke and His Gang’: At the Jazz Band Ball and Royal 
Garden Blues. As it was the case for the first recording session 
of the Wolverines, Bix chose only ODJB numbers, again a 
manifestation of his admiration for the musicianship of Nick 
LaRocca and the ODJB. 

10. (The) Jazz Me Blues (Thomas Henry “Tom” Delaney)

ODJB

1. New York, May 3, 1921, Victor 18772.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Al Gande, tb; Jimmy 
Hartwell, cl/as; George Johnson, ts; Bob Gillette, bj; Min Leibrook, 
bb; Vic Moore, d.                      Richmond, IN, February 18, 1924. 
11754    Jazz Me Blues  Gennett Rejected 
11754-A Jazz Me Blues  Gennett 5408 

BIX BEIDERBECKE AND HIS GANG 
Bix Beiderbecke, c; Bill Rank, tb; Don Murray, cl; Adrian Rollini, 
bsx; Frank Signorelli, p; Chauncey Morehouse, d. 
                                                           New York, October 5, 1927. 
81518-A Jazz Me Blues  OKeh 40923



This 1919 jazz standard was first recorded by ‘Mamie Smith’s 
Jazz Hounds’ in January 1921. 

  Bix recorded Royal Garden Blues three times, the first two 
times in 1924 with the Wolverines. The third recording was 
waxed three years later. 

  It will be seen that credit is given to the ‘New Orleans Lucky 
Seven’ and that the record was issued in the OKeh 8000 Race 
series. Evidently, OKeh was disguising a band of white mid 
western youngsters as black southern musicians. 

  This was the first recording session of ‘Bix Beiderbecke and 
His Gang’. Royal Garden Blues and the other two numbers 
recorded in this session, At the Jazz Band Ball and Jazz Me 
Blues were ODJB classics. As pointed out earlier, Bix chose 
these as a tribute to his idols as a teenager and, in fact, 
throughout his life. 

The January 26, 1925 recording session represents a 
milestone in Bix’s life.  

• It was the first recording session that Bix organized 
himself. 

• He recorded his legendary composition Davenport Blues.  
• It was the first time that Bix’s name appeared on a record 

label. 
  In spite of the extremely cold weather, a number of 
musicians converged at Richmond, Indiana, to participate in 
a recording session in the Gennett studios, the Cradle of 
Recorded Jazz. Bix Beiderbecke and Hoagy Carmichael drove 
from Indianapolis in a brand new Ford automobile, a present 
Hoagy had made to himself for the 1924 Christmas season. 
Trombonist Tommy Dorsey, clarinetist Don Murray, pianist 
Paul Mertz and drummer Tommy Gargano took an early train 
from Detroit and were in Richmond, waiting for Bix and 
Hoagy. Banjoist Howdy Quicksell missed the early train from 
Detroit and arrived on a later train.  

  Tommy Dorsey recollected, in October 1937, the 
circumstances associated with this recording session. [24] 

All that I can recollect through the haze is we did two 
tunes. 
  However, if you fellahs want to know who I am just look 
at the accompanying picture. I'm the guy with the twisted 
licorice stick glasses who really needs a shine. We had the 
picture taken in 1924 [N.B. The correct date is 1925] 
when under the name of “The Rhythm Jugglers” we made 
some Gennett records. “We” in this picture stands for Bix 
in the sweater, Don Murray with the clarinet, Paul Mertz 
with the bow tie, Tommy Gargano with the drums, and 
Howdy Quicksell, who missed the entire record date but 
who arrived just in time to get himself and his banjo into 
the picture. 
  What a crazy date that was! We all got blind on 
prohibition gin on the way down to the studios in 
Richmond, Indiana. We were playing with Jean Goldkette 
in Detroit at the time, and Bix, knowing the Gennett 
recording director, a fellow by the name of Wickermeyer 
[sic], had arranged the date. 
  Well, we may have been blind on the train coming 
down, but that was nothing compared to our condition 
once we started cutting some wax! All that I can recollect 
through the haze is that we did two tunes: “Davenport 
Blues,” in which Bix played a chorus that's still considered 
one of the greatest in the annals of jazz corneting, and a 
tune that had something about “Toddlin’” in the title. I do 
remember pretty vividly, though, that sometime during the 
session Hoagy Carmichael walked in with a tremendous 
jug (filled) in one hand and a new manuscript in the other.  

11. Royal Garden Blues 
(Spencer Williams and Clarence Williams)

ODJB

1. New York, May 25, 1921, Victor 187908.

Bix Beiderbecke

WOLVERINE ORCHESTRA 
Dick Voynow, p, dir. Bix Beiderbecke, c; Jimmy Hartwell, cl/as; 
George Johnson, ts; Bob Gillette, bj; Min Leibrook, bb; Vic Moore, 
d.                                                       Richmond, IN, May 6, 1924. 
11856 Royal Garden Blues  Gennett Rejected 
                                                        Richmond, IN, June 20, 1924. 
11931     Royal Garden Blues  Gennett Rejected 
11931-A Royal Garden Blues  Gennett Rejected 
11931-B Royal Garden Blues  Gennett Rejected 
11931-C Royal Garden Blues  Gennett 20062 

BIX BEIDERBECKE AND HIS GANG 
Bix Beiderbecke, c; Bill Rank, tb; Don Murray, cl; Adrian Rollini, 
bsx; Frank Signorelli, p; Chauncey Morehouse, d. 
                                                           New York, October 5, 1927. 
81519-A Royal Garden Blues  OKeh Rejected 
81519-B Royal Garden Blues  OKeh 40923

12. Toddlin’ Blues (Nick LaRocca and Larry Shields)

ODJB

1. New York, c. November 23, 1922, OKeh 4738.

Bix Beiderbecke

BIX & HIS RHYTHM JUGGLERS  
Bix Beiderbecke, c; Tommy Dorsey, tb; Don Murray, cl; Paul 
Mertz, p; Tom Gargano, d.          Richmond, IN, January 26, 1925. 
12140 Toddlin’ Blues      Gennett 5464-A 
12141 Davenport Blues  Gennett 5464-B



Conclusion 
Bix Beiderbecke’s admiration of the ODJB began when he 
was a teenager and continued throughout his life. As a fifteen-
year old youngster, Bix wore out the ODJB record (Tiger Rag/
Skeleton Jangle) that his brother Charles Burnett had brought 
home when he was discharged from the Army. In 1924, when 
Bix first went to a recording studio (with the ‘Wolverine 
Orchestra’), he recorded four classic ODJB numbers, 
including the jazz standard Jazz Me Blues. In early 1925, 
when Bix first recorded under his own name, ‘Bix & His 
Rhythm Jugglers’, one of two issued recordings (Toddlin’ 
Blues) was an ODJB number. In early 1927, when Bix and 
Trumbauer first recorded as a team under the name of 
‘Frankie Trumbauer and His Orchestra’, two of their three 
recordings were from the ODJB repertory. In the Fall of 1927, 
when Bix first recorded as ‘Bix Beiderbecke and His Gang’, 
all three recordings they cut were taken from the ODJB stock. 
In 1931, as a 28-year old man, Bix told Richardson Turner, a 
Yale student who had known Bix since 1924, “that he’d only 
go across the street to hear two horns-Louis and LaRocca.” [5] 
  Although Bix was inspired by the ODJB, his recordings of 
ODJB numbers were far from being copies. The arrangements 
and sensibility in Bix’s recordings were totally different from 
those of the ODJB recordings. The ODJB were pioneers and 
their often frantic interpretations were rather underdeveloped 

and perhaps reflected the revolution of mores associated with 
the post-war years. “The music was unprecedented in its 
lively tempo, noisy humor, brash energy and overall 
impertinence. Its musical subversiveness challenged 
established conventions. The band reveled in outlandish stage 
antics—such as playing the trombone with the foot. And it 
employed a fun and audacious slogan: “Untuneful 
Harmonists Playing Peppery Melodies.” Leader Nick LaRocca 
piqued the press with statements like “Jazz is the 
assassinat ion of the melody, i t ' s the s laying of 
syncopation.” [25] 
  By 1924, when Bix and the Wolverines were paying tribute 
to the ODJB, jazz had begun to mature “evolving from an 
ensemble music into a soloist’s art… with greater emotional 
complexity.” [26] Bix had his own unique and original style 
and his 1924-1927 renditions of ODJB numbers reflected a 
new, complex sensibility in jazz. “It is a measure of 
Beiderbecke’s gifts that records made during these three 
pivotal years left so great and lasting an impact. They herald 
not only the arrival of a major solo voice, a distinctive and 
appealing instrumental stylist, but a sea change in the 
development of the entire field of musical activity we now 
identify as jazz.” [26] 
  Finally, it is important to point that Beiderbecke was not the 
only early jazz musician to pay tribute to the ODJB. “On 

Rhythm Jugglers in the Gennett Studio, Richmond, IN, Jan 26, 1925. From left to right, Don Murray, Howdy Quicksell, Tommy Gargano, 
Paul Mertz,  Bix Beiderbecke, Tommy Dorsey.



December 8, 1926, March 19, 1927 and April 28, 1927, 
Fletcher Henderson and his orchestra recorded four numbers 
composed by members of the ODJB and recorded by that 
group almost a decade earlier: Sensation (1917), Livery Stable 
Blues (1917), Clarinet Marmalade (1918), and Fidgety Feet 
(1919). “Several of the recordings stand out by sporting faster 
tempos than the band had played to date on record. Redman 
and Henderson probably considered speed fundamental to 
the effect of this repertory. It was certainly one of the chief 
attractions of the ODJB itself. In approaching the frantic speed 
of the ODJB, the Henderson band recaptured some of the 
original spirit of the pieces; with twice as many musicians, its 
impact exceeds that of the band that created the pieces. 
Beyond their tempos, Henderson’s recordings of the earlier 
pieces pour new wine into old bottles. Compared to the 
ODJB’s unrelenting polyphony, Redman’s arrangements 
sound colorful and varied. Even when the band was not 
actually “reviving” such older numbers — some had received 
several recordings between the ODJB and Henderson 
versions — it was unmistakably playing fresh interpretations 
of familiar early jazz fare.” [27] 
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the ‘Society Syncopators’. 
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