Listening Guide 7.2

“Hotter than That” 4 beats per measure

Elapsed Time
Form
Event Description


0:00
Intro
Ensemble (8 measures)


0:09
Chorus 1
Trumpet solo, clarinet break (32 measures: 30 1 2)


0:46
Chorus 2
Clarinet solo, vocal break (32 measures: 30 1 2)

1:23
Chorus 3
Scat vocal and guitar (32 measures 1 free tempo)

2:17
Interlude
Piano in tempo (4 measures)

2:21
Chor. 4 P1
Trombone solo, trumpet break (16 measures: 14 1 2)

2:39
Chor. 4 P2
Ensemble (8 measures)

2:48
Chor. 4 P3
Solo trumpet breaks (6 measures)

2:55
Coda
Trumpet vs. guitar (6 measures)

3:03
End
Analysis of “Hotter than That” (SCCJ, 1/16)

This recording was made on Columbia’s Okeh race record subsidiary. It was part of a series recorded between 1925 and 1928 by a studio band that was alternately called the Hot Five and the Hot Seven, under the leadership of Louis Armstrong. Though the group usually featured New Orleans veterans, such as Johnny and Baby Dodds and Kid Ory, and employed some of the stylistic conventions of the New Orleans bands, such as King Oliver’s Creole Jazz Band, this was a new context for these musicians. Individual solos play a much more prominent role; arrangements are slicker and reflect the influence of popular dance bands of the day. (Armstrong greatly admired the “sweet” sound of Guy Lombardo’s orchestra.)

“Hotter than That” prominently features the individual work of Armstrong, in his capacity as a vocalist and as a trumpeter, and guest guitarist Lonnie Johnson, who was also featured on Jelly Roll Morton’s “Grandpa’s Spells.”

The piece opens with an eight-bar introduction and a statement of the 32-bar theme by Armstrong. Each succeeding chorus is preceded by a two-bar solo break. The clarinet takes the first solo, playing a full 32-bar chorus.

Armstrong follows with a scat vocal chorus, accompanied only by the guitar. Compare the lines he sings with those he plays on the trumpet. You will hear that, with the exception of a few effects and range differences that are idiomatic to the trumpet, the melodic ideas are very much the same. A particularly effective tension-building device is used in the last half of the vocal chorus. Armstrong sings a repeated figure that sounds like triple meter and superimposes it over the duple rhythm maintained by Johnson’s guitar. The fact that Armstrong keeps this effect up for about six measures signifies that this was not intended to be just another dance piece, if a dance piece at all. That intention is even more doubtful in the next chorus, when the constant beat and tempo stops while Johnson and Armstrong indulge in a musical dialogue with no accompaniment. Unlike the subservient role of the New Orleans practice, these two soloists have stolen the show for two choruses.

The piano then ushers in the rhythm section to accompany a muted trombone solo that, while adequate, pales in comparison to the events of the previous two choruses. Armstrong once again takes command with a two-bar break leading into the final ensemble chorus. The break is a thrilling climbing chromatic figure, spiced with carefully placed accents and almost inaudible ghosted notes. Once the chorus has begun and the rhythm section reenters, the perpetual motion of the break figure is countered with a repeated note riff that serves more as a rhythmic device than a melodic one. It is the perfect choice by Armstrong for reenforcing the hard-driving rhythm required to achieve the triumphant big finish effect.

