Listening Guide 8.2

“Doggin’ Around” 4 beats per measure

Elapsed Time
Form
Event Description


0:00
Intro
Piano (8 measures)


0:07
Ch. 1 A 3 2
Saxes riff, brass answer (16 measures)


0:22
Chor. 1 B
Alto sax solo (8 measures)


0:30
Chor. 1 A
Saxes riff, brass answer (8 measures)


0:38
Chorus 2
Evans’s tenor sax solo, brass riff (32 measures)

1:10
Ch. 3 A 3 2
Trumpet solo, sax riff background (16 measures)

1:25
Ch. 3 B, A
Baritone sax solo (16 measures)

1:41
Chorus 4
Piano solo (32 measures)

2:13
Chorus 5
Young’s tenor sax solo, brass riff (32 measures)

2:45
Interlude
Drum solo (8 measures)

2:53
Coda
Brass vs. saxes, based on A of the form (8 measures)

3:02
End
Analysis of “Doggin’ Around” (SCCJ, 2/20)

This recording was made in 1938 and is typical of the riff chart style. It is a 32-bar AABA popular song form. Note that the only prominent ensemble passages are the saxophone section melody at the beginning and the ensemble riff at the very end. The rest of the performance is involved with solo presentations accompanied by occasional ensemble backgrounds.

After a piano introduction, the saxes play the opening riff, answered by the brass. The B section has no precomposed melody but achieves its contrast from the A theme by featuring an eight-bar solo improvisation, in this case Jack Washington on alto sax; this practice is typical in riff charts. The sax riff finishes the first chorus.

The second chorus begins with a solo by tenor saxophonist Hershel Evans. Evans’s sound is deep and husky, and he adds a wide vibrato to certain notes for emphasis, much as Louis Armstrong did on trumpet. This style of tenor saxophone was established by Coleman Hawkins (1904–1969), star soloist with the Fletcher Henderson orchestra. For contrast on the bridge of the chorus, trumpeter Buck Clayton takes over as soloist, accompanied by the saxes. Jack Washington returns, this time on baritone sax, to finish out the chorus.

The next chorus is a solo by Basie. Here is a marvelous example of his economical, yet effective style that proves less is more. Basie makes great use of space and silence in his solo, but the few notes he plays are strategically placed to enhance and propel the momentum and excitement of the steady pulse kept by the rhythm section.

Basie’s solo is followed with a tenor saxophone solo by Lester Young (1909–1959). Young’s sound was quite different from most of the tenor players of his day; it was based on the softer sound of Frank Trumbauer (Chapter 7). Basie’s favorite arrangement format was to pit Young and Evans against each other in tenor battles. Young’s cooler character is the perfect follow-up here to Basie’s understated approach.

Young’s solo chorus is followed with a drum solo by Jo Jones. Then the arrangement is completed by a brass riff accompanied by an ascending saxophone section line.

