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'The Memory of Things Gone is Important to a Jazz Musician.' 
Duke Ellington, in Swing magazine (June 1940, p11) 
 

Duke and Jo Trent wrote Jig Walk for the 1925 revue Chocolate Kiddies, which never reached 
Broadway although it toured Europe for two years. The song appears in a sheet music 
Charleston version on pages 128-130 of Mark Tucker's Ellington — The Early Years (Bayou 
Press, 1991), as part of a general discussion of the four songs which Ellington and Trent 
contributed to the show.  
 
Jig Walk was recorded by numerous bands, European as well as American. Steven Lasker 
explored the partnership between Duke and Jo Trent at the Ellington'04 conference in 
Stockholm, and he covers this partnership in a wide-ranging article published in DEMS 
Bulletin 2004, volume 3 DEMS 04/3-57. The BBC broadcast a fascinating programme on 
Chocolate Kiddies in around 1996 on Radio 4. 
 
We know of five Ellington recordings of Jig Walk, none of them commercial records. Two 
survive from broadcasts, in 1938 from the Cotton Club, New York, and in 1940 from the 
Sherman Hotel, Chicago. In New DESOR they are DE3817b and DE4025a. The other three, 
from 1969 and 1971, feature Duke himself at the piano. DE6962i and DE7154n are mere 
fragments embedded in the concert-hall medley, but DE7132i, also from 1971, is a full-length 
version, featuring Norris Turney on flute in addition to Duke, and with other members of the 
band coming in towards the end. All three are unofficial and unissued. 
 
Duke was once thought to be on two 1926 recordings of the song, but neither of these is now 
included in Ellington discographies. They are the OKeh Syncopators version of 20 February, 
and the version for solo piano dubbed from a piano roll. This was issued in the Masters of 
Jazz series (vol.1), and on one of the Neatwork CDs which complement the Classics series. 
Ken Rattenbury discusses this version at length in Duke Ellington, Jazz Composer (Yale 
1990) pp77-85, and Eddie Lambert describes it in Duke Ellington, A Listener's Guide 
(Scarecrow 1999) pp5-6. Antonio Berini and Giovanni Volonté discuss the two swing-era 
versions and the 1971 revival with Norris Turney in Duke Ellington, un genio, un mito (Ponte 
alle Grazie 1994) pp 222, 266, 538. 
 
I don't know any of the other 1920s recordings of the song, though I do know the Joe 
Sullivan-Pee Wee Russell-Zutty Singleton trio version recorded for Commodore in 1941. I 
owe thanks to Sjef Hoefsmit, since it is only with his help that I have been able to listen to the 
OKeh Syncopators version and the three from 1969 and 1971. 
 
When following these recordings with the sheet music it helps to keep in mind that the B 
section of the 32-bar AABA chorus is taken from the verse, as Mark Tucker points out on 
page 132 of his book (third paragraph).  
 
The music starts with an 8-bar Introduction, leading into the Verse at the double bar-line at 
bar 9. The Verse consists of an 8-bar section played twice, ending at bar 16 ('smoke') and at 
bar 24 ('strong'), except that this second time the ending is extended by one bar (25), so that 
the Chorus begins at the 'start repeat' bar (26) at the top of page 129. The 32-bar AABA 
Chorus now takes us to the first-time bar (56) and the repeat bar (57); here the repeat 'buffers' 
return us to bar 26 and the start of the second-time Chorus. 
 



The best version to follow with the printed music is the OKeh Syncopators one. Like the 
music, it starts with an eight-bar Introduction, then the Verse takes us to bar 24 and the start 
of the Chorus. Note that the one-bar extended ending (bar 25) is not observed on this 
recording, which thus moves straight into the Chorus itself at bar 25; subtract later bar 
numbers on the sheet music by one, to conclude the Chorus at bar 56, not 57. There are no 
solos until the band returns to bar 25 for the second Chorus, during which a solo saxophone 
dominates the ensemble. It's particularly easy to follow the 8-bar divisions, AABA, in this 
chorus, as the first two 8s end with two-bar saxophone 'breaks' (at bars 32-33 — 'pat-de-pat, 
pat-de-pat'; and again at bars 40-41 — 'rave'). Now the arrangement returns to the Verse 
(piano for the first eight bars, band for the second eight). A Transition follows, also based on 
the Verse; it lasts for twelve bars and a banjo is prominent for the first eight. The recording 
ends with a third 32-bar Chorus dominated in the first half by a trumpet solo. As in the 
saxophone solo earlier, there are two two-bar 'breaks' for the soloist. The identity of the 
musicians is not known, though OKeh Syncopators was a name used by Harry Reser groups. 
 
The mid-1926 piano-roll version is a mechanical, repetitive affair consisting of the Chorus, 
the Verse, then back to the Chorus (twice), followed by a brief Coda-Extension. The closing 
A section of each 32-bar Chorus is punctuated by a dreadful clashing percussive contraption. 
 
The 1938 and 1940 versions omit the Verse. After a ten-bar Introduction in which we hear 
Lawrence Brown in the last four bars, there are three 32-bar AABA choruses. The first 
features Barney Bigard for the first 16 bars; in the second Cootie Williams solos throughout, 
with a two-bar extension at the end of the Chorus. In the third Lawrence Brown reappears 
briefly in the first A and Sonny Greer is heard on chimes in B. After a brief 'break' for Sonny, 
the band sets off into a fourth Chorus, but this is cut short after eight bars by a brief coda. The 
New DESOR analysis on page 967 is, I think, accurate: 
 

Int6BAND,4LB&BAND;1°16BB,16BAND;2°16CW,12CW&BAND,4CW;pas2CW;3°4BA
ND,4LB,8BAND,8BAND&SG(ch.),6BAND,2SG;4°(nc)8BAND;cod2BAND. 
 

It has been said that this is a quite different piece to the 1925 song, with only the shared title 
in common. I agree with those who think that these two performances are of a score based, 
presumably for Cotton Club purposes, on bars 26-57, the 32-bar AABA Chorus of the sheet 
music printed in Mark Tucker's book. It is not surprising that the Charleston rhythm has been 
ironed out of this swing-era revival of the song. That rhythm would have sounded very 'old 
hat' in 1938. Other examples of Duke up-dating earlier pieces at this period are East St Louis 
Toodle-Oo and Birmingham Breakdown (1937), Black and Tan Fantasy (1938), Doing The 
Voom Voom and Cotton Club Stomp (1939), and the tantalizing snippet of It's Glory from the 
1940 Fargo dance. If Jig Walk seems a more radical refashioning than some of these pieces 
(Mark Tucker's phrase is 'completely overhauling'), this perhaps has to do with the fact that 
the song is melodically undistinguished, and that its defining feature, the Charleston rhythm, 
is precisely the one which had to be smoothed out to suit late 1930s taste. It is understandable 
that it is often taken to be an entirely different composition. 
 
Sjef Hoefsmit has mentioned the similarities between the 1938 Jig Walk and Lightnin', and 
Berini and Volonté also make this point (p222). I agree, and the reeds trills in Chorus 3 
especially suggest this.  
 
But I am more intrigued by the saxophone line in B of the first Chorus of these swing-era 
versions. It comes straight after the end of Barney's clarinet solo at the sixteenth bar. For 



some time it has reminded me of something I've been unable to put a title to, but I now realise 
it is very similar to the opening saxophones idea of the Lester Young-Count Basie Tickle Toe.  
 
The really intriguing thing about this line is that it is already hinted at in the scoring of the 
1926 OKeh Syncopators recording, in the second full chorus (the one with prominent 
saxophone), and at the same place, the middle-eight, B. Often these things were simply part of 
the general musical vocabulary, like the examples that became One O'Clock Jump and In The 
Mood. I remember Martin Williams at Ellington'89 in Washington showing how these figures 
crop up in different compositions and arrangements from those days, and I suspect that this is 
what has happened here. It doesn't necessarily follow that the line from the 1926 score was 
consciously (or even subconsciously) incorporated into the Ellington Orchestra's 1938 one, or 
into Andy Gibson's Tickle Toe score for the Basie Orchestra. 
 
t would be interesting to learn how Pee Wee Russell and Joe Sullivan came to record Jig Walk 
on their 'Three Deuces' Commodore date with Zutty Singleton in March 1941. Perhaps one of 
them had heard the Ellington Orchestra play it, and Sullivan had recalled the 1926 piano-roll 
version which, as a stride pianist, he probably knew. Or perhaps the producer, Milt Gabler, 
suggested it. They recorded four tracks, three of them twice, though a single take of Jig Walk 
sufficed. In a brief Introduction we hear firstly the clarinet, alone, then piano and drums 
together. Four 32-bar AABA choruses follow, the second of which is for piano and drums, 
without the clarinet. Chorus 1 features the Charleston rhythm in B, but the later choruses do 
not. With Russell and Sullivan at the height of their powers (the masterly The Last Time I Saw 
Chicago also dates from this session), and with the allusion to the Charleston origins of the 
song, this is, for me, by far the finest recording of Jig Walk. 
 
I wonder what made Duke return to Jig Walk almost thirty years later, at the end of 1969? 
Early in the year Pee Wee Russell had died, but I suppose there's no reason to imagine that 
Duke even knew about the 1941 Three Deuces Jig Walk. On 15 November the Ellington 
Orchestra was on its way from Italy to Paris, where it was to present the Second Sacred 
Concert at Saint-Sulpice the following day, when it stopped off in Switzerland to play a 
concert in Lausanne and a second in Geneva. At this stage, the songs medley usually went 
from Just Squeeze Me to Don't Get Around Much Anymore (you can hear it performed a week 
or so later on the 70th Birthday Concert album recorded in the Free Trade Hall in 
Manchester). At Geneva, apparently uniquely, Duke played a single A section of the 32-bar 
Chorus of Jig Walk as the audience applauded Harold Ashby's solo on Just Squeeze Me. 
Given the obscurity of the song, the brevity of the extract, and the unissued Geneva recording, 
it's full marks to whoever first identified this as a performance of Jig Walk. 
 
I spent the evening of 28 November 1969 listening to the Orchestra at the Wakefield Theatre 
Club, and it occurs to me that this was the European tour on which the emotionally charged 
4.30 Blues was performed. Duke explained this title somewhat cryptically at the time. After 
naming Russell Procope and the title itself he would add, of Russell, 'he doesn't say whether 
it's 4.30 am or pm; it just could be he was complaining about the price'. However, on page 70 
of Music Is My Mistress he tells the story of the first song he and Jo Trent succeeded in 
selling (to Fred Fisher). To clinch the deal and, most importantly for the scuffling 
songwriters, to secure a fifty-dollar advance, Fisher required a lead sheet to be in his hands by 
5 pm. The time when Duke sat down to produce this lead sheet (his first ever) was, he tells us, 
4.30. Presumably the song itself was Blind Man's Buff, deposited for copyright on 24 October 
1923 (Steven Lasker, 2004: Duke Ellington, Jo Trent, Blu-Disc, Up-To-Date and Various 
Topics of Related Interest, part one. DEMS Bulletin 04/3-57). The first known performance of 



4.30 Blues comes from the opening concert of the European tour, at the Teatro Lirico, Milan 
on 28 October, 1969. Was the brief revival of Jig Walk at Geneva linked in Duke's mind to 
the new piece 4.30 Blues, and were both linked in turn to his recollections of his earliest days 
as a songwriter with Jo Trent? I don't know, though I do know that Russell Procope's solo on 
4.30 Blues ranks with Pee Wee Russell's on The Last Time I Saw Chicago from the 1941 
Three Deuces session as one of the great blues statements on clarinet. 
 
Russell Procope was absent from the band during the spring of 1971, when they played a 
dance on 18 June at the Steak Pit in Paramus, New Jersey, and Duke, along with Joe 
Benjamin and Rufus Jones, dropped into a groove which led into Jig Walk. The first 64 bars 
turn out to be the first surviving performance we have of A Blue Mural From Two 
Perspectives, doubled from its usual 32-bar length because of the rhythmic pulse the trio lays 
down. New DESOR's analysis of the performance needs altering to take this into account. 
(See DEMS Bulletin 04/3-50, pages 611 and 967, and 04/3-51, pages 611 and 967.) 
 
'Usual' is an inappropriate word for this elusive piece. Duke played it at his Whitney recital in 
New York on 10 April 1972, almost a year after the Paramus dance. It survives in a one-
chorus version performed at a University of Wisconsin masterclass in July 1972, and from a 
stockpile recording session in late August of the same year, in the course of which he played 
it twice, in one-chorus and two-chorus versions. Finally, there was a dance date in 1973 at 
Erie, Pa, at which he played a full-length A Blue Mural From Two Perspectives early in what 
was obviously a very retrospective and reflective piano medley.  
 
In Something To Live For (OUP 2002, p265) Walter van de Leur tells us that the original 
score of the work has unfortunately been lost. The intriguing story of its composition and first 
performance in 1965 is told in David Hajdu's Lush Life (Farrar, Straus, Giroux 1996, pp245-
6) in an account which suggests that Billy Strayhorn brought the piece to fruition, at a point 
when he was severely weakened by radiation therapy and by surgery. 
 
Apart from the Whitney performance, which has been issued on CD, these are unissued 
recordings which I don't know, but it is clear from their contexts that Duke turned to A Blue 
Mural From Two Perspectives towards the end of his life in situations when he was 
confronting his own mortality — just as Billy had been doing at the time of its composition in 
1965. I think it is reasonable to conjecture similar contexts for the occasions late in his life 
when he turned to Jig Walk. 
 
Back at Paramus in June 1971, I think that, once the 64 bars of A Blue Mural... are out of the 
way, the rest of New DESOR's analysis is right. There are a few 'holding' bars (New DESOR 
has 'pas2DE') and it's hard to judge exactly where Duke drops into Jig Walk itself. But he 
does play a 32-bar Chorus, though the theme doesn't really begin to emerge until the second 
A. After this chorus he plays the A section four times, for which New DESOR has:- 
2°/3°(nc)16DE, which is fair enough. You can hear it as 2x16 bars, or as 4x8 bars. Either way 
the point is that Duke avoids B at this stage. I see no reason to prefer the altered description of 
2°/4° proposed in DEMS Bulletin 04/3-51 page 967, and I think the one published in New 
DESOR itself for these 64 bars — two-half-choruses (no B), followed by a full AABA chorus 
- is clearer. I imagine that Norris Turney is stepping forward to make his contribution, so 
Duke may be introducing him to a tune which, though simple, may have been quite unfamiliar 
to Norris. For four full choruses, 4° to 7°, Duke pounds on, fuelling Norris's flute solo, until 
other musicians join in for the last 8 bars of 7°, and for the start of a further chorus, which 
however dissolves at the seventh bar in whoops of satisfaction all round. What did the patrons 



of the Steak Pit make of it all? It sounds as though they approved. Perhaps someone who was 
there could confirm this. The Charleston rhythm is quite strongly felt in the B sections. By 
1971 there was clearly no need to worry about this rhythm sounding dated. By a happy 
coincidence the back cover of the Natasha Imports CD issue which includes the 1940 Jig 
Walk has, alongside the list of tracks, a photograph of a mischievous-looking Duke holding a 
flute. 
 
Finally, and still in 1971, we come to the Winter Gardens at Bournemouth on 20 October, 
four days before the last time I saw Duke Ellington, in Birmingham. Duke played two 
concerts at Bournemouth that evening, at the first of which he dropped in a brief allusion to 
Jig Walk at the very start of the medley, following the opening fanfares and four 'holding' bars 
from Duke himself. To be honest I don't hear eight bars of the piece in this fleeting reference 
— more like four, I think. But it is a definite reference to the song, and it is safe to assume 
that Duke must have done something similar on other occasions. As of now, however, this is 
the last occasion we know of when Duke turned to a piece which must have always had the 
power to transport him back through his own life, to the time when he was scuffling with Jo 
Trent and trying to make a bit of money selling songs, and to his first song-writing success 
with his contribution to Chocolate Kiddies. Bournemouth is a suitable location, since it is one 
of those seaside towns to which the English middle classes went to spend their twilight years. 
 

I never thought I'd find so much to say about Jig Walk. It's been quite a journey, 
geographically, historically and musically, and it's taken me back into my own past too. I'm 
beginning to feel quite retrospective and reflective, myself. 
 
© Roger Boyes 2005 
	


