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Introduction

To begin with, both roots of jazz and jive can be traced to the African continent where the typically black inclination toward rhythm music and talk could be observed. Subsequently, the elements of black culture mixed with the European influence on the American continent where the blacks were shipped as a result of the colonial slave trade. Here, in the new world, the African Americans perpetuated their verbal and musical tradition which in the process led to the appearance of ragtime, dixiland and ultimately jazz. 
           Apart from music, also the black talk found its way into the American continent. This typically African American manner of speaking was not highly valued in a society dominated by white population and was, at least in literary circles considered as bearing negative connotations. Nevertheless, black slang turned out to be an apt means of expression for black communities who were struggling for their own ethnical identity on the American continent. 
In the beginning of the 20th century, both jazz music and black talk known as jive gained much popularity and became an inseparable element of jazz age nightlife. Wider and wider circles of people recognized this vibrant type of music and in a relatively short time span the music became a nation-wide phenomenon. In the same vain, jive talk used initially by black musicians and jazz devotees began to gain in popularity. The atmosphere of jazz age nightclubs was indeed conducive to using jazz slang and, moreover, to coining new expressions. With this being the case, jazz musicians and in consequence their fans used jazz argot expressions through which they could express all the intensity of the throbbing night life of entertainment.

Chapter One: Background information on slang with  black slang in focus

1.1.  Introduction 

To begin with, there are a few aspects that need a more careful consideration when it comes to dealing with black slang. It needs to be said that inventiveness of slang is a very important factor as far as coining of new expressions is concerned. Moreover, slang expressions appear in a context closely connected to a specific environment, characterising itself by lax atmosphere or  familiarity, which can be observed in the case of slang used by jazz musicians. What is more, it is worth mentioning that looking from the historical perspective, black slang was never highly valued as a variety of speech especially by established authors and educated people. However, it did in fact became popular in the times of prohibition when jazz music and throbbing life of entertainment were having their hey-day in America. It should also be noted that black slang became a medium of expression especially when it comes to black identity, which was highlighted by the vibrant black talk.    
1.2. The aspect of innovativeness in the use of slang

In broad terms, the usage of slang and new slang expressions are largely promoted by the innovativeness of speakers. Subsequently, it seems that the dislike of the old and familiar may actually promote the use of slang. Therefore, the speakers’ inventiveness is, as a matter of fact, a suitable way of explaining why slang expressions appear and why such new vocabulary items replace old ones. Accordingly, Lighter notices that it is not transparent why such words as, for instance, netop or crony have entered the lexicons of Massachusetts settlers and Cambridge undergraduates. In the case of many slang vocabulary items, understandable equivalents are already in existence and yet friend, companion and brother might be replaced by (as was the case with Massachusetts’s settlers) netop
 (Lighter 1994: 240).  
It seems that it is the innovativeness that operates behind word coinage and it apparently becomes active in some specific context where slang is used. With this being the case, the black urban slang has also been productive, especially as far as some situational context is concerned. It is usually the case that such aspects as: intoxication by drugs or alcohol as well as sexuality, lie, violence, partying, are the most likely to be described by slang expressions where the lax atmosphere is conducive to innovativeness and ignorance of language norms. Therefore, black slang coinage within these domains is particularly profuse (Crow 2005: 51). 

Usually, familiarity and lax atmosphere among speakers is a perfect example of an environment where slang is recognized and made use of. In the same fashion, home environment as well as groups of people focused around the same occupation tend to develop or simply make use of speech that is either innovative, casual, and understandable for the people from given circles. Similarly, the same imaginativeness can be observed when it comes to expressions that emerge in what can be referred to as black slang (Lippi-Green 1997: 43). In fact, the slang used by jazz musicians proves that by witty and often playful comments the people of that profession may serve as perfect example of innovative slang users. 

Mencken also makes a point that slang itself is not devised by ignorant people but by those who show wit and are sensitive to life situations and can acutely comment on the context in which they found themselves (Mencken 1921). Moreover, speakers using slang introduce new terms in an effort to add some color and life to the language and do so usually within semantic fields that stand for laxity and not paying attention to politeness. 
1.3. Attitudes to black slang in historical context
In the 19th century the general connotation of the word slang was that of a negative type of language. Early dictionaries of slang treated it as the lingo of street humor and low life, there was also a common agreement to the fact that the words of the street and underworld lingo stood in opposition to the standards of correct speech. By the end of the nineteenth and in the beginning of the twentieth century the attitude of the scientific circles to slang was still reflecting the common prejudice.
          Although, on the whole, people including scholars were prejudiced toward slang some writers as, for instance, George Washington Harris, Thomas Hailburn, or dialect humorists such as Joe Strickland and Mark Twain, whose works were said to use a written form of slang, used non standard words, comparisons, coinages and weird spellings on purpose. Moreover, the linguistic side of their works added comic elements to  the books and stories themselves. Assuming that the low class citizens had their own funny language authors used the non standard English to entertain the readers (Lighter 1994: 230). The use of slang as a way of entertaining others became again noticeable when jazz and jive became more popular.

In the 1920s and the 1930s the American slang gained much in its novelty and colorfulness. With the laps of time and the success of jazz, black slang expressions used by jazz musicians were no longer looked down upon so severely. A reflection of that might be the fact that such writers as Zora Neal Hurston or Langston Hughes who in their works actually used black urban vocabulary and appreciated its literary potential). Moreover, editors also looked  forward, with some success, to encourage writers to promote black slang (then known as jive) even further and perhaps even create a genuine jive literature (Lighter 1994: 231). All in all, the predominant attitude to black slang and jive was, on the whole, not a favourable one. Nevertheless, it must be noted that in the times when jive gained popularity that attitude was not that harsh, on the contrary as can be seen in the section below the lingo of black jazz musicians became very popular indeed (Heart 1932: 249).    

1.4. Popularization of black slang
The big band heyday that covered the years between 1920s to 1950s has largely contributed to the popularity of African American slang. Terms including cat meaning fellow, beating up your chops (to talk), knocking yourself out or jamin’ were in constant use among hipsters or alligators who were ardent fans of jazz music and who expressed their fascination with jazz and jazz musicians by participations in concerts or simply jam sessions (Filipiak 1999: 34). It is most likely that from the times of prohibition onwards that this slang has began to be recognised as typically American manner of speaking. And so, for the people centred around the environment of  prohibition it was always better to be perceived as being hip (trendy) always to know what was going down and not being seen as a sucker (Lighter 2001: 251). 
 As has been previously mentioned, the jive talk influenced and inspired by the jazz musicians had a major influence on American slang. Today, the evidence of the ubiquitous impact of the African American slang on the English language can be found easily in films, music, and magazines and moreover this influence is not restricted only to the United States (Bradford 2001: 17). 
1.5. Black identity expressed in black slang
There is little question that black slang became a means through which the black community in America expressed its unique identity. While on the lookout of this black identity, scholars, intellectuals, activitists, and writers tried to express and win appreciation for the black element in American culture. The search for the means of expression as far as black identity is concerned has became apparent with the rise of jazz and the popularity of jazz talk which introduced a wide array of expressions that aimed at describing the peculiar and characteristic atmosphere of jazz clubs and vibrant night life of entertainment (Crow 2005: 20). 
With the rise of jazz it became clear that the black slang especially when put in the context of music became a perfect way of  marking the black identity. And so, while traditional slang terminology was utilized by speakers of a more or less coherent group, jazz argot was the typical talk that was to be heard in the Harlem nightclubs or during concerts and jam sessions. Musicians and jazz fans constituted, at least initially, compact groups that made use of the mutually understandable jazz lingo. The need for privacy or being aloof from those one is surrounded by strengthens the need to communicate in a way that would be understandable only to particular individuals (Webb 1937: 180). 
That need of black people to feel understood and safe from the often hostile and prejudiced white world encouraged them to experiment with a lingo that they found suitable. Mayor aptly captures the interdependence between slang and identity: 
The so called private vocabulary of black people serves the users as a powerful medium of self defense against the world demanding participation while at the same time laying a booby trap-network of rejection and exploitation. Afro – American slang is crated out of the will to survive on the black terms. Black slang stems precisely from somewhat disseminated rejection of the life styles, social patterns, and thinking in general of the Euro-American sensibility. The subculture has always has a  proportionally larger impact upon the dominant culture rather than vice versa  (Mayor 1970: 6). 
As pointed out by various scholars including Gold (1958), Heart (1932), Mayor (1994) and Schmidt (1988), jazz music and jive talk alike were the two major forms of expression that turned out to be not only useful but perhaps essential for perpetuating and giving expression to the black spirit. In the same vain, it can be said that for the Blacks immersed in the white segregated world jive was a way of dealing with English and marking their identity (Cassidy-Hall 2001: 215). The same observation is made by Mayor who goes as far as to call jive directly a “defense mechanism” (Mayor 1994: 7, as quoted in Bradford 2001: 3).
 Looking back even further into history it can be noticed that black slang preserved the black identity even in the times of slavery. That being said, it can be repeated after Lacayo who claims also that this coded lingua franca of slaves was aimed also at preserved black mentality (Lacayo 2004). As we can see the African element is not to be neglected as far as the talk of blacks and its influence on black musicians are concerned. 
1.6. Conclusion
All in all, slang expressions usually appear due to the innovativeness and imagination of slang speakers who coin new terms that are usually connected with every day situations where courtesy of expression is not required. As will be shown in the following chapters the same could be applied to jive talk, which with the rise of jazz became the talk of entertainment.
          As regards the attitude to black talk, the predominant attitude among writers and scholars dismissed it as a substandard speech until in the period known as the  jazz age when jazz fans and musicians themselves helped to popularise the talk. Moreover, its use can be explained by the fact that black people found in it an appropriate medium for expressing their identity and perpetuating it on the American continent.       
Chapter Two: Jazz and jive as African forms evolving in America 

2.1. Introduction

It must be pointed out that the characteristic musical spirit and talk of the black people have, in fact, their roots in Africa. There is no doubt that the history of both jive and jazz goes back to the times of slavery when human cargo was shipped from Africa to the plantations of the new world. Despite the inhuman conditions and the obvious predicament of the native Africans, their true spirit and culture were not left behind on the black continent. The inherent sense of rhythm alongside with the hunger of musical expression, sensitivity, and genetic relation with music all contributed to and created a fertile ground for the later development of jazz and jive and, what is more, as Aitchison rightfully mentions, African influences on the level of language are easy to find (Aitchison 1991: 109). Generations of blacks practiced the forms of art that were at their disposition in the times of slavery. Through the English sermons and rich and interesting language as well as through the deeply rooted religious tradition the blacks finally managed to sublimate their musical spirit and give it the form of jazz (Ulanow 1952: 13, as quoted in Gold 1958: 272).

2.2. The roots of jazz and jive
At least a cursory glance at the African roots of the black style is necessary to better understand the conscious and unconscious as well as biological urges that accounted for the musical and verbal tendencies of the blacks. Indeed, music was truly an inseparable element of black life, every occasion like wedding, birth or funeral was accompanied by music. As Oliver notes, after the slaves found themselves in isolation in an alien land they turned to what was familiar to them (Oliver 1986: 224). Back in Africa, regardless of the ethnical variety the importance of music is recognizable in nearly all tribes including Ashanti, Arada and Yourba. In the new world the music of blacks, was open to the influence from the outside simply because the ties with the mother continent were broken. As a result, the folksongs of black people became exposed to the European influence, which was followed by the mixing of both the black and white forms of expression (Oliver 1986: 227). 

Songs sang during religious congregations proved indeed very popular among blacks. Although, slaves were shipped from Africa as pagans they were immediately Christianised and with surprising eagerness took to religious observations. What is particularly worth mentioning is the style and the reactions of the listeners to the sermon which included all sorts of sounds like ooh, ouuh, ah etc. The exaltations and  affirmative calls like: That’s right, Amen, Yes Lord, were a norm and are practised till this day by the Baptist churches (Schmidt 1988: 79). The religious songs turned out to be a basis for creating other musical forms including the below mentioned minstrel songs. 

Another important aspect of the African style and a very important one as far as understanding of jive is concerned is the connection between singing and talking. McCrum gives us another example underlining the importance of the indigenous art of talking and singing by mentioning Anlath II a chief of an African kingdom who travelled accompanied by his praise singers. Every time he visited a village the folks gathered around engaging into what is known as a call and response singing, a tradition that according to McCrum has been perpetuated in black churches (McCrum et al. 1987: 216). 

A conclusion can be drawn that indeed the art of talking and singing observable in the colonial times in the Southern parts of the United States and ultimately in the jazz music and jazz talk has, in fact, its roots in the African tradition.

2.4. From ragtime to Chicago jazz

The music and tradition brought to America from the African continent has, undergoing modifications, evolved into a music genre known as jazz. Being exposed to the influence of European culture the African native forms have mingled with the tradition of the white people living on the American continent. This mixture yielded an interesting new blend especially as far as music is concerned. After its birth, the trend progressed from New Orleans to Dixieland and then to Chicago jazz style.  

A clear features of ragtime can be found in songs as early as the 1883’s “New coon in town” but it was not until the mid 1890s that obvious rag like “Harlem rag” or “Maple leaf rag” were created by Joplin (Schmidt 1988: 136). In the aforementioned songs by Scott Joplin as well as in many others by Jelly roll Morton the mingling of both black and white element also characteristic to jazz are visible. 

New Orleans is definitely a crucial place when it comes to discussing the history of jazz. Much of the style typical for New Orleans was copied and borrowed at the very beginning of jazz, by musicians from the West Coast, Kansas City or New York (Oliver 1986: 238). New Orleans owes its rich musical tradition to the ethnical variety. People of Varying nationalities mingled in New Orleans creating a melting pot of which a distinctively new form was born. Americans, French, Spanish, and black Africans slaves all had their contributions to what was later labelled as jazz. All those settlers tried to preserve at least a bit of their cultural identity (Ulanow 1952: 13, as quoted in Gold 1958: 272). 

The music of New Orleans was closely connected to the exceptional ambience that could be found nowhere else. It was during ‘mardi gras’ dances and mutual gatherings that the use of jive talk was most frequent. As for the Musical style, the early jazz was closely related to the music of European marches. Also, as Oliver puts it, the so called ‘random heterophony’ and ‘independent melodic lines’ added to the ‘hotness’ of New Orleans Jazz (Whitney 252: 1996). An Exemplary recording of such a style was done by Earl’s Filler’s Four J Band whose musicians played what they felt without focus of neatness of expression. This meant that they also appreciate the new art of improvisation already began and used by Jelly Roll Morton in his ragtime and early jazz songs (Berendt 1987: 16).

 The next step that contributed to the forming of jazz music was the form known as dixieland and later on Chicago jazz. It is important to note that at this point of jazz’s history both the black and white bands were participating in creating that particular type of music. This had an important impact on the ultimate shape of jazz and helped it to become an amalgam of both the black and white element. 

Another vital spot as far as the history of jazz is concerned is naturally Chicago. The development of New Orleans jazz in Chicago falls on the days when the US got engaged in the 1st World War. In point of fact, most of the famous New Orleans jazz records were registered in Chicago where Louis Armstrong, Jelly Roll Morton and other bands recorded there their most famous songs (Crow 2006: 120).

2.5. Conclusion

It can be postulated that the true origins of jazz and jive should be looked for on the African continent. The genetically determined sense of rhythm and natural inclination to music and melodic speech prove that the music forms that emerged in the south of the US have been to a significant degree influenced by Afro-Americans. Religious songs dances, performances that preceded early jazz forms have later turned into dixieland and finally gave rise to Chicago jazz that was greatly influenced by the New Orleans style.  Later on the two inherently black forms, namely jazz and jive, became closely related and, as can be seen in the next chapter, gained a great deal of popularity.
Chapter Three: The jazz lingo 

3.1. The jazz argot

The jazz argot is truly a colorful one. Undoubtedly, it owes its features and colorfulness to the jazz musicians who molded it, and to the characteristic surrounding in which jazz was acquiring its form and shape. It is important to observe that understanding of the slang of jazz musicians is difficult if one is not familiar with what contributed to the growth of jazz and what the environment and jazz were like. Therefore, virtually any discussion concerning the slang of jazz is bound to tackle the issues directly connected with the world of entertainment as it was back in the days of jazz’s hey-day.
3.2. The Language of entertainment  

When discussing the phenomenon of jazz and its career in the world of entertainment it must be pointed out that jive didn’t appear spontaneously in the clubs of New York and Chicago, but was  brought in by the blacks who worked their way up the Mississippi river looking for a better life and escaping from the poverty stricken south (McCrum et al. 1987: 239). It was precisely the economic need that motivated the most prominent musicians like Ellington, Morton, Armstrong, Calloway, to move northward and look for an appropriate place to make a living doing what they were best at (Whitney 1996: 25). Ultimately, in the 1920s and 1930s Chicago and later on the clubs of Harlem in New York became the hub of both jazz and jive.

There is little question that the aforementioned clubs became the hub of the jazz world. Places like Leroy’s or Cotton Club were rather exclusive places catering to more sophisticated clientele to whom the hipsters referred to as sheiks (most likely after Rudolph Valentino starring in a popular movie “The Sheik”) or flappers if the persons in question were ladies. As it was, the Harlem clubs were precisely where the jazz parlance began its career in American English. From the very beginning jive was recognized as the lingo of entertainment and named after its users (hipsters) hip-talk (Filipiak 1999: 43). All things considered, by the 1930s all prominent jazz musicians found their way to the jazz oriented clubs of New York and it was also where jive began gaining its status of a nation-wide phenomenon especially after it found its way into radio stations and popular broadcasts.

The radio did indeed play an important part in disseminating jive and making it familiar to the masses. Radio disc jockeys apart from using jazz speech also made their own contributions. Popular radio broadcasters made a bountiful use of such phrases as: ‘keep ya chump and here’s cookin’ at ya’ (Gold 1958: 278). McCrum mentions also a very popular ‘Amos and Andy’ show, which introduced, just like many later shows, jive talk of jazz clubs to the broad audience (McCrum et al. 1987: 242). 

3.3. Improvisation in jazz lingo 
Since  the jazz tradition goes far into the ragtime and early New Orleans improvised musical styles where musical notation was a rarity, it should come as no surprise that the Black musicians were not well acquainted with the terminology of professional music (Crow 2006: 54). It is perhaps because of this musical illiteracy that black musicians instead of writing down musical pieces and marking them with inscriptions like ‘forte’ or allegro’ would improvise and if necessary give directions to the band members like: get hot or brake it down
 (Webb 1932: 179). 
Indeed, many vocabulary items of the jazz parlance and the jazz music itself evolved and, to a large extent, centered itself around loose gatherings of musicians which came to be known as jam sessions
. As pointed out by Mcrea, a jazz jam session was governed by the same rules that are necessary in a typical discussion where one has to be open minded and willing to listen (Mcrea 2001). 
Interestingly enough, not only full expressions and vocabulary items were coined by musicians. Many a time they made use of their vocal capabilities to express and perform what the listeners could perceive as hot stuff. This hot stuff was nothing else but shrieks and raucous noises that the singer snag imitating  musical instruments (Crow 2006: 136). In the same vein, various staccato sounds were utilised to interpolate with the intensive music. The usual tra la la was not enough, from then on sounds like Shoo shoo Boogie Boo, Vodo dodo or vo de u do were used (Heart 1932: 248). Funny as these may sound, they frequently proved helpful when a musician wanted to prolong his vocal contribution to the song, and thus make the band sound more hot. Frequently, however, and as shown in the section below, the sloppiness of jazz expressions caused some to believe that this particular type of lingo was primarily used by the uneducated.  

3.4. The talk of the uneducated
Although the jazz vernacular or jive, as it is also called, was primarily the lingo of jazz musicians,  it was also used and influenced by those who may, in a somewhat unclear way, be referred to as the uneducated. By necessity the throbbing night life of the jazz age was inherently connected to the underworld and thus the lingo of jazz music, with its rapidly evolving vocabulary, being in constant contact with the argot of gambling, theft, and prostitution borrowed many vocabulary items and expressions from those aforementioned (Heart 1932: 241). Also Mezz Mezzrow reminds us in his autobiography that many words were indeed adapted by musicians and jazz devotees from the argot of the underworld (Mezzrow 1946, as quoted in Gold 1958: 273). As Whitney points out, just as the jazz scenery was far from being sweet and clean, so was its language and thus the prejudice (Whitney 1996 :48).

 Before jazz gained prominence and respectability in the post war modernist era the perception of jive and the jazz vernacular was, as has been thus established, rather unfavourable. Magazines like Time, Life or Newsweek ignoring the relevant sociological aspect published disparaging comments and caricaturised both the lingo and its users. It was claimed that the speech of jazz musicians was spoiling the youth’s way of communication (Gold 1958: 270). Jazz related terms were also mocked and looked down upon by other non-jazz but professional musicians. The composer Gustav Klemm published in Etude, an antimodernist magazine, an article that was not only directed at deriding the jazz style vocabulary and style but also presenting the listeners as victims of an foolish fad (Klemm, 1934: 55-56). 

 Apart from the technical jazz jargon, the wide array of jive vocabulary and phrases was also frowned at. Small mentions that Clarence Mayor the author of black slang dictionaries was also criticised for legitimising a language that allegedly should stay in the privacy of our homes (Small 1994). Additionally, Mayor’s efforts to increase the general awareness and recognition of the colourfulness of jive was criticised since, according to some, it causes the alienation of blacks from the mainstream of society.
  All in all,  the colourful and vibrant lingo of jazz music was for quite a long time looked down upon due to an unfortunate miscomprehension that was caused by the  unavoidable closeness of  the jazz environment to the often unsavoury night city life of jazz age. 

Chapter Four: Etymologies of lexical items connected with jazz 
4.1. Vocabulary of jazz

The vocabulary and phrases of jive that were particularly abundant are those that belong to the vibrant and exiting world of entertainment and music. Thanks to the inventiveness of jazz musicians and the letting-your-hair-down atmosphere of the jazz age, dozens of  new words and expressions came into existence comprising and enriching the lingo of jazz musicians which, later on, with the increasing popularity of jazz in the 1930s, became a nationwide phenomenon. Some of the words of the jazz lingo became expressions used by cooler-than-thou-folks all across America others were on the other hand  forgotten.  A central concern of this chapter is to present and if possible trace the etymology of words connected with jazz musicians and by implication with entertainment.  

4.2. Vocabulary related to entertainment

There were literally dozens of words to describe a musical performance and just as many to describe the thrills of  Harlem’s night life. To begin with, all those alligators (jazz devotees) who were in the know would use a noun bomb to refer to a particularly good recording or performance. That very same piece of music could blow your top or have a burning, meaning exciting solo. Similarly, words like gone, groovy, and the end could all be used as superlatives expressing approbation. Therefore, after hearing a splendid performance one cat (ardent jazz fan) might say to the other: The way Kenny blows the clarinet is the end or inform him that Kenny is a real gone cat or that he really did jazz it up (Crow 2005: 21). Similarly, balling (partying) would most often kill (delight) and produce kicks (thrills), and moreover, if the band included some solid senders (good musicians) it was said to swing and knock the audience out (Webb 1937:  181). 

Regarding the inventiveness, coinage and popularising  new words and phrases of jive much is owed to most prominent musicians like Cab Calloway and Louis Armstrong. Those two musicians as well as many others were by all means conscious of the fact that apart from jazz and swing it was also the jive talk that drew audiences attention. Therefore, during his performances whether addressing his band or singers  Calloway, used of jive frequently making use of phrases like: it’s grooving, send me, or would repeat: “all you hip to the jive, hip hip hip”. In the same fashion musicians related to the clubs of New York would use words like: hip, too much, grooving or solid, to express approval or phrases like: the joint is jumping, to have a ball and out of this world to talk about entertainment (McCrum et al. 1987: 241).      

Another prominent musician who, consciously or not, promoted jive was Louis Armstrong. Thanks to the wide circles of admirers he managed to attract the attention of the audience to jive and thus promote words like: hip, cats or daddy-o. Soon, jive became the standard talk of entertainment, the radio caught on the trend and even further contributed to its popularity (Oliver 1986: 78). 

4.3. Etymologies of most prominent entertainment vocabulary
4.3.1. Jazz
As is the case with most words and phrases related to jazz, it is not easy and sometimes even impossible to point to a single explanation and one convincing etymology. Various sources inform that in the case of many words the line of descent could be traced as far back as to the languages of west Africa (Lighter 200: 248)
. Insomuch as the theory of West African origin is open to discussion there are also other interesting theories.  

Jazz is, in fact, a word which roots can be traced as far back as to the languages spoken in Africa. First records of the word suggest it had various different spellings including jas, jass, jazz, and jaz , which as Flexner adds might of Creole or West African origin (Flexner 1982: 85). Desalvo points to three African words from which jazz may have finally evolved. Firstly, in the Bantu language the reduplication of the root ja, meaning ‘to dance’ formed jaja which ment ‘to cause sb to dance’. Secondly, African etymology leads us to the Kikongo verb dinza, which then on evolved into jiza and ment “to discharge one’s semen”. Sexual connotation is also ascribed to the Wolof word yees “to become extremely energetic”, which probably evolved in the Southern American slang to jass, a word denoting a sexual intercourse (Desalvo 2006: 92). According to Cassell Dictionary linking the term to west Africa is one of the best suggestions. After the word penetrated into the slave Creole, it meant to hurry up and then travelled with the slaves to the new world (656. 1998. jazz).

Both in the west African languages as well as in the slang of southern American states the word jazz had clearly rhythmic and obviously erotic connotation. To begin with, Smitherman reports that that the word jazz apart from naming music was also a verb with a meaning to speed things up, to excite and to act uninhibited, additionally it was used as another name for sexual activity. Possibly the original form was the Mandigo verb jazi which literally meant  to act out of ordinary or to engage in sexual activity (Smitherman 1982: 145).  

 Apart from the theories of African origins other plausible theories were put forward. Some scholars including Hendrickson (1997) argue the actual etymology of the word jazz can be traced to nicknames of ragtime and early jazz dancers like Jasper. In this particular example the nickname was taken from a slave-dancer. The audience watching his performances cheered him up and encouraged to a faster dance by shrieking and shouting "faster jass”. Also other nicknames were proposed as being the precursors of the word including Mr Razz a New Orleans Band Conductor, Charles “Chaz” Washington, a ragtime drummer in Vicksburg, Mississippi, or the leader of Alexander's Ragtime Band nicknamed Charles “Chaz” Alexander (Hendrickson 1997: 367). In this way the word jass could be linked to dancing and performing thus, after a subsequent change in spelling, turning into jazz, the well known name for a musical genre. 

Yet another theory postulates the word is of French origin. Bearing in mind that Louisiana, the cradle of jazz and blues, was in the dim and distant colonial past a French territory an assumption arises that the word jazz like word dix, for example (responsible for the name dixiland and derived from the French currency of the period) is of French origin. According to Heart, a cursory study of the French vocabulary of the period reveals a striking resemblance between the French word jaser and jazz. In fact, as mentioned in Cassel Dictionary, in 19th century French  the word jaser, signified an increase in the pace of doing something or, to put it bluntly, copulation (656. 1998. jazz). Apart from “speeding things up”, the word jaser was also used to describe a casual yet chaotic conversation where the speakers simultaneously deliver their points of view. Hence, jaser apart from a name applied to exciting jabbering might also have been used as a synonym of hot musical performance (Heart 1932: 245). For Flexner, the first record of the word comes from 1870 when it was a verb indicating a frantic activity (to become faster), or a noun describing an early form of ragtime, a syncopated  form of jazz (Flexner 1998: 85). A similar explanation is provided in Cassell Dictionary according to which the word was used to name the speedy and syncopated music that was popular in New Orleans in the 19th century (656: 1998. jazz). 
Webb also reports that the term itself (at that time still spelled jass) was beginning to find its way to the official musical lexicon in the 1920s when some of the bands, including “Original Dixieland Jass Band” or “Creole Jazz Band” began recording and selling phonographic records and touring nationwide (Webb 1927: 180). Indeed, as Cassell notes, the word jazz and its present association was initiated in 1915 by Freddie Keppard and his Original Creole Band. The second appearance in 1917 by Nick La Rocca’s Original Diexiland Jazz Band at Reisenbrower’s restaurant, being a watershed in the history of jazz music, also made people associate jazz with a type of music (Crow 2005: 21). 

Other interesting, although les plausible, explanations of the origin of the word jazz deserve also at least a cursory glance. Bearing in mind that  the jazz parlance was always close to the most squalid aspects of big city life some terms including jazz might been intercepted and utilised by it. In accordance with this hypothesis jazz might have been a vulgar sexual slang word typically referred to the perfumes used by local prostitutes (Crow 2005: 20). 

4.3.2. Jam (session) 
Just as in the case of the word jazz, the word jam session can potentially have at least a few probable origins. To begin with, Bradford (2001) reports that jam is believed to be of African or West Indian origin. Desalvo reports that jam can be traced to Wolof language where it was a name for a slave. Apparently, as early as in the 1700 the word changed its meaning and was from then on used to describe a gathering of slaves who met for entertainment. Such gatherings were then called jama (Desalvo 2006: 91). 

 As defined by the Cassel Dictionary (653. 1998. jam) jam meant to play an instrument so as to encourage vigorous dancing. The word was then taken over by jazz musicians and surfaced in the 1930s. Utilised by the lingo of jazz, it related to musicians who performed together, creating excitement without previously prepared notations so that spontaneity was a vital element. Back in the 1930 jam was used by jazz musicians who coined the term jam session that later on was also applied to non-jazz musician gatherings that created pleasant atmosphere while playing music. Webb argues that initially jam session was a meeting of cats, supposedly senders (terms signifying jazz musicians) who organised get-togethers as to “swing for the sheer love of it” (Webb 1927: 179). Frequently apart from cats also the alligators were welcomed to participate in those meetings, held typically late at night. 

4.3.3.  Jive
Another word with a history going back to the black speech of the beginning of the century is the word jive. Desalvo maintains that the word was originally used in Wolof as jev and meant making disparaging comments about somebody. Subsequently, in the times of slavery jive became a coded language used by enslaved Africans and hence this status of a code understood only by a small group survived in the form of jive that was later associated with the lingo of Harlem Blacks and naturally jazz musicians (Desalvo 2006: 95).

Before the word was taken over by the ragtime musicians, it was used primarily by blacks in Chicago in the early 1920s as the term referring to ridiculing and mocking someone and had its predecessor in the English word jibe (Flexner 1982: 85). Nonetheless, insomuch as many of the words of the jazz jargon tended to shift their semantic meaning, jive was not an exception. As pointed out by Cassell Dictionary (667. 1998. jive), from the 1930 onward jive also meant a sexual intercourse and was used as a synonym for an empty chatter or having a good time. When Louis Armstrong and Cow Davenport released their respective albums “Don't Jive Me” and  “State Street Jive” the term jive was more and more frequently applied to swing music (Flexner 1982: 85).

4.4. Cats, hipsters, and gates
Since it was both the loose atmosphere of Harlem nightclubs and jazz musicians that were responsible for giving jive its shape, scores of vocabulary items relate to musicians themselves who by way of necessity were at the centre of the vibrant night life. With this being the case words like cats, hipsters or gates were coined or incorporated into jive talk to refer to those who participated in and created the party-like ambience. To begin with, the word cat appeared in the black American slang in the 1920s and was then applied to jazz musicians up till the 1940s when it also began to mean a jazz fan. Cassell Dictionary mentions also that in the early black talk cat meant also a smart or worldly male (205. 1998. cat). In fact, Desalvo traces this meaning back to African language Wolof where the suffix -kat signified a person who was conscious and in the know. Interestingly enough, the Wolof word hipi, which means “to open one’s eyes” or “to be aware of something” when combined with -kat gives hipi-kat or simply hipcat (Desalvo 2006: 81)
. 

In conclusion, it must be pointed out that a great deal of words of the jazz slang dealt with entertainment and music in particular. As far as origins of those words are concerned it should be stated that scholars point to various sources and are not often in agreement. Very frequently, however, African languages are quoted as being the true origin of black slang words and this pertains to the etymology of almost all of the discussed lexical items. Jazz, jive and hepcat are words that apparently drew their original form languages of west Africa.  

Conclusion

As can be seen, with the hey-day of jazz both the music and jive talk began to be associated with the particular style and form of expression that was to be found in the night clubs of jazz age. It must be pointed out, that looking for the sources of those two related forms of expression the African heritage brought to and perpetuated on the American continent can not be overlooked. Accordingly, the mixture of black and white styles was an inherent part of musical forms such as ragtime or dixiland which were milestones as far as the appearance of jazz in concerned. With the birth of the new musical form also a characteristic lingo began to appear. As jazz became to attract wider and wider audience it did not take long before the lingo of jazz musicians also gained in popularity.  
The jazz vernacular highlighted and reflected what was most characteristic of the music to which it was so closely related. Indeed, the playfulness and inventiveness were truly visible in the jazz argot what is easily discernable even in the words and coinages that have been presented within the confines of this paper. In fact, loose atmosphere of jazz night clubs, the music and jive talk itself all gave shape to the jazz lingo. With this being the case, great deal of jazz lingo expressions, frequently popularised by jazz musicians, were related to entertainment or directly to the field of music.  

When it comes to tracing the etymology of words such as jazz, jive or jam session it should be pointed out that various scholars make attempts at establishing links between these expressions and the languages of west Africa. Nevertheless, there is usually a number of theories concerning the appearance and popularisation of jive expressions and it is frequently difficult to point to a single accurate one. 
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� A word that means a friend. Borrowed from Indian languages. 


� Although Whitney claims this migration really that relevant as regards the formation of jazz no it still remains a fact that due to the New Orleans-to-Chicago movement of musicians musical scenes in places like Kansas, Baltimore and various others also developed into significant jazz centres (Whitney 1996: 25).


� Webb  points out that black musicians were not familiar with terms such as ‘pianissimo’ or ‘presto agitate’. Apart from that, they were not familiar with formal musical education (Webb 1932: 179). But despite that, the strong urge to manifest the black spirit prompted many black musicians to form their own jazz and blues bands. 


� Etymology of the word can be found in chapter four.


�The words are, for instance: hip, hipster, hipcat, dig, jitterbug, juke joint, jukebox, jazz.


� One of the first who promoted the word hepcat was a radio DJ Texan Levada Durst, famous for playing swing music who called himself Dr. Hepcat (Desalvo 2006: 81).







