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Adolphe Sax
The saxophone is one of the newest instruments in the Western musical world.
Adolphe Sax (1814-1894) developed the first sax in1864. In the following years Sax
continues to develop new saxes and other instruments. Its importance in the family of
instruments is seen in its use and acceptance into early jazz after the first decade of the
20th century. A dance band arrangement using two saxes is found in the Robichaux
library at Tulane Jazz Archives dating 1910. Just as the electric guitar became popular
with the birth of Rock music, the sax was an iatrical part of quickly developing jazz band.
Sax had obtained 14 patents for saxes in various keys and size.

Alto, Tenor & Baritone Saxes
Soprano Sax

When jazz was evolving in New Orleans the saxophone was not a prominent
instrument. It was presented in New Orleans with the Mexican Band in 1884 but it was
not until around 1915 that it began to be used. It became prominent in Chicago and grew
from then on.
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The Sax in New Orleans
Interview – Papa John Joseph (New Orleans Jazzman)
The years between 1913 and 1918 were significant in Papa John‘s musical career.
During that time he left New Orleans to join a traveling show band led by Professor
Anthony Holmes of Lutcher, Louisiana. Holmes taught Papa John how to read music and
he encouraged his new sideman to get a saxophone when the instrument first came out.
―He say, ‘John, a man like you shouldn‘t be on the bass.‘ I got a cello, and I play cello
awhile. He say, ―Why don‘t you get a saxophone? Say ‗I‘ll get you a saxophone pretty
cheap.‘ So a friend of mine‘s was there at the time, and said, ‗I know a fella in New
Orleans just came down from New York with a saxophone.‘ Had just bought it. So I
gave him fifty dollars and train fare. Had an e-flat alto. I played with Homes‘ band. Well,
I could play a little clarinet; and in ‗bout a month I was going out with the band with the
saxophone.‖
Upon returning to New Orleans, Papa John found that he was a pioneer; ―I had the
first saxophone in New Orleans.‖ He was significant in introducing the instrument into
brass bands and dance bands throughout the city.
Blues King – Chris Kelly
―Sometimes when Chris Kelly used eight pieces he would add a pianist
named Tink (Batiste), the 7th man would be another trumpet player. I played several jobs
with Chris and was considered a regular member of the band. Chris used the sax when it
came out in the latter part of the teens.‖
Sax Mentioned in Newspapers
Baton Rouge Paper of 1904
"A little more than 70 years ago (Sic: 1828) there was no such thing as a
brass band in existence. The very first band entirely of brass dates in fact, no
further back then 1835. Prior to that time even one military music was produced
almost entirely from instruments made from wood and as recently as 1883 a full
regimental band consisted of 2 oboes, 2 clarinets, 2 horns, and two bassoons. As
showing the important part played by the sounding brass in our bands, it is
sufficient to mention that in an up to date first class band, of say, 42 pieces, there
would probably be found from 18 to 20 horns, to say nothing of saxophones,
which are partly clarinet and partly horn." (Nov. 3)
Baton Rouge 1916
"Additions To Band Give Better Balance. New Reed Instruments Make
Tone of Band Softer and More Harmonious-University is Generous.
Recent additions to the band instruments have made a better balanced
organization, which gives softer, more harmonious music," says Professor W. H.
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Stopher, director of music. Eight new reeds have recently been added to the
band's equipment.
At the beginning of the year the presence of too many brass instruments
was very noticeable. Efforts to make the band better balanced, having reed, brass
and percussion instruments in better proportion, were made, with the result that a
good foundation toward a standard organization has been accomplished.
The new instruments that have been purchased by the University for the
band include a piccolo, an Eb clarinet, three regular Bb clarinets, a soprano
saxophone, a tenor saxophone and a bassoon. One Eb cornet has also been
secured.
Donaldsonville, Louisiana
Another grouped the Dixie Strutters Minstrels appear in Donaldsonville on Nov.
17th.
Tom Brown entered it and we read in the paper of his endeavors in that field as
his band performs in Plaquimines 'Theater Wilbert':
"THEATRE WILBERT OPENS SEASON ON DECEMBER 15. Presenting a
Wonderful Attraction with An All-Star Cast.
Lionel Delacroix, progressive lesee and manager of the Theatre Wilbert,
Plaquemine, announce the formal opening of the season at his popular playhouse, on
Saturday, Dec. 15, matinee and night, when Julien Eltings and Tom Brown and the
Brown Brothers will present their Black and White Revue of 1924, with an all-star cast.
A corona of beautiful maidens will surround the stars. Unusual care was exercised in the
choosing of the many lovely girls who make up the chorus, and while beauty was one of
the requirements, ability to sing and dance was not overlooked by those who made the
selections. As an additional musical feature, Messrs. Eltinge and Brown, proprietors of
the show, are carrying a forty-piece saxophone band, an unusually large assemblage of
these popular instruments. Nothing has been overlooked in the way of costume splendor
and production perfection, and the producer, Jacques Pierre, has left nothing undone to
place his organization on the pinnacle of theatrical proficiency.
Mr. Delacroix states that he had booked many splendid attractions for the coming
season, all of which are up to the stand of the exceptionally meritorious plays which have
appeared at that popular playhouse and delighted large and sometimes over-flow
audiences in the past, including many theatre-goers from this city and vicinity who have
taken pleasure in journeying to Plaquemine in automobiles to witness these interesting
productions." (Dec. 8th.)
Donaldsonville – 1923
Another group, the Dixie Strutters Minstrels, appear in Donaldsonville on Nov.
17th.
Vaudeville was one of the major forms of entertainment in the early Twentieth
Century. Vaudeville was a major institution in the spreading and popularity of early jazz.
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Tom Brown entered it and we read in the paper of his endeavors in that field as his band
performs in Plaquimines 'Theater Wilbert':
The Six Brown Brothers
One of the most influential groups of the 1920s was the Six Brown Brothers, all
playing the instrument craze that was the saxophone. Jazz quickly accepted the
instrument. It was easier to play then the other woodwinds and its moaning sound became
associated with jazz. Tom Brown, the eldest always claimed that the saxophone craze had
started it. Whether or not this is true the group had a lasting effect on the popularity of the
saxophone.
The brothers were born in Ottawa, Canada and were the sons of a Canadian
orchestra leader. All the brothers joined the circus AS each brother graduated from high
school the oldest one Tom, sent for them to join with him in the circus orchestra and to
help the circus being clowns. Gradually as Tom brought them all saxophones they
remained in the circus from 1904 to 1909, perfecting their vaudeville act. They them
toured on the smaller vaudeville circuits finally joining the Primrose & Dockstader
Minstrels. Soon after being discovered by Mr. Dillingham they joined the show ―Watch
Your Sept‖ in the fall of 1914. After returning from an overseas engagement they joined
a new booker Fred Stone and appeared in the show ―Chin-Chin.‖ It was for this show that
Tom organized the Six Brothers Clown Band.
On October 20th, 1914 the Musical fantasy ―Chin-Chin‖ opened. The
Montgomery/Stone production was a hit and in it were the Brown Brothers where they
introduced their clown act.

Below is a program of ―Chin-Chin‘ presented at the Illinois Theatre that was
presented on March 5, 1916 that has in the program the Clown Band of the Six Brown
Brothers.
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The personal in the group changed from time to time but always had mostly a majority of
Brown‘s that maintained the integrity of the group. By 1921 they were reputed to be the
best-paid musical act in show business. Tom was usually the star of the show. IN
blackface his pantomime routine done in a fancy red bandsman‘s jacket, a hugh pink
bowtie, and white pants which made him look bowlegged. Combine those items with a
pair of oversized shoes it was quite a sight. He, at times, impersonated the conducting of
John Philip Sousa, King Tut or an abandoned pregnant bride in a veil always brought the
audience to hilarity.
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Tom Brown
The brothers – William, Tom, Alec, Percy, Vern and Fred – were born between
1879 and 1890. By 1895 the brothers had formed a band in Lindsay, Ontario, being
directed by their father. All were very good musicians – Tom became an accomplished
clarinetist. When brother Percy joined his brother in the Guy Brothers show and
somewhat introduced the saxophone to Canadian audiences as well as the U.S. In 1904
the two brothers joined the Ringling Brothers Circus and were joined by Fred, Vern and
Alec. Playing in the circus as a saxophone quartet and by 1908 the group became a
quintet and while the group played other instruments their specialty that ended their act
was an all-saxophone ensemble. After an unsuccessful try in the New York City scene in
1909, Tom reworked the act and was in ―Broadway Gaiety Girls,‖ a burlesque show that
proved successful and in 1910 the group was in the big time scene of vaudeville on the
Orpheum circuit. By Christmas they returned from a tour of the circuit and were billed as
―The World‘s Greatest Saxophone Players.‖
They recorded in 1911 and were part of the Primrose & Dockstader‘s Minstrel
from 1914 to 1914. This minstrel group was one of the most popular and successful of
minstrel groups of this era.
With Fred Stone, a vaudevillian in his own right, they did shows for the next nine
years. The show ―Chin, Chin‖ had them dressed in clown outfits.
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The below article appeared in the Oct. 21, 1914 New York Times:
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Fred Stone and David Craig Montgomery were famous vaudevillians and
starred in the show. Earlier they had starred in the Broadway production of “The
Wizard of Oz – Stone playing the Scarecrow and Montgomery the tin woodsman.
Stone was the uncle of Milburn Stone, who played the doctor on “Gunsmoke.”
The Brown Brothers featured their song “Chicken Walk” in their part of the
show:
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Tom tried to produce his own show with his wife Theresa Valario, Lew
Dockstader and Julian Eltinge among the cast but it turned out to be an expensive failure.
The brothers then toured from 1924-25 backed by a 30 piece saxophone orchestra dressed
in red and white riding clothes and traveled to Australia in the winter-summer year of
19224-25. Returning from Australia Tom tried working with a minstrel show and then
formed a dance band. They were not successful and so he revived the Six Brown Brothers
and toured with the dance band from mid-1926 to the end of 1927. The group featuring
brothers Tom, Fred, William, Alex and Vern worked until 1933 Bookings began to thin
out and vaudeville had seen its best days. The group finally ended their act in 1933. The
saxophone craze that they help create fostered the sounds of jazz beginning when ragtime
was king to the early beginnings of swing with the ‗big‘ bands.
The following article appeared in the New York Times appearing in the early 1920s (I
think)

The brothers were good musicians and could do comedy.
Notice the brother on the left is in blackface, a part of their act.
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The repertoire of the group ranged from some classical numbers to emphasis on
the hot repertoire that included such jazz songs as ―Lazy Jazz Waltz,‖ ―Sweet Jazz o‘
Mine,― ―Smile & Chuckle ―(A Jazz Rag), ―Moaning Saxophone Rag‖ (1915) and ―Down
Home Rag‖ (1911) Tom did some improvising on That Moaning Saxophone that is said
to have approximated jazz – a very bluesy feeling on ―Down Home Rag‖ It is written that
―their main influence on jazz seems to have been indirect, via the popularizing of the
saxophone. They were primarily theatrical entertainers, on a different track from the
cabaret and dance bands whose music coalesced into the jazz of the 1910s and 1920s.
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Rudy Wiedoeft
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Along with the Six Brown Brothers the name of Rudy Wiedoeft is important at the dawn
of saxophone popularity and performance. While Rudy was basically a ‗legit‘ player he
did influence a large number of youths to take up the saxophone. He did play in some
dance orchestras and was in the ―Wiedoeft Family Orchestra‖ that played the popular
music of the day. He was an idol in the 1920s. He was mostly responsible in transforming
the saxophone from what was first considered a rather awkward instrument to perhaps the
‗hottest‘ instrument in 20th century music. His smooth tone and his virtuosity made him
the craze of his time. So popular was he that many music stores couldn‘t keep their
inventory of saxophones current. When Rudy began playing the sax around 1911 it was
played in the French Military bands and a few serious composers took the instrument
serious. There were few saxophones in vaudeville until the Brown Brothers and few early
New Orleans jazz musicians used the instrument. His style was a mixture of popular and
classical elements, and his early training was not as a conservatory trained musician but
only private lessons. He used a carefully controlled vibrato. He was also noted for the
technique of rapid staccato tonguing that included slap-tongue, flutter-tongue and
‗bending‘ notes. While in New York in 1916 he organized the ―Frisco Jass Band,‖ that is
thought of as the first ―jazz‖ band on Broadway.
While Rudy was gaining in popularity a future star Hubert Prior Vallee became a
strong fan, so much that his classmates nicknamed him ―Rudy.‖ Thus we find the popular
Rudy Vallee becoming a lifelong friend of Wiedoeft. When he performed at the large
music theatres he usually wore a cowboy outfit! He always played to a packed house and
this tremendous popularity triggered a ―saxophone craze.‖ One critic called him ―Kreisler
of the Saxophone. While concretizing in England his piano accompanist was the famed
Oscar Levant. Wiedoeft‘s repertoires seemed more to be suited for the vaudeville stage
then the concert hall. He finally went to live with Vallee to escape problems at home and
by 1937 his excessive drinking eventually would cause his to have cirrhosis of the liver.
He died in 1947. Wiedoeft was an innovator and with his showmanship and technical
abilities he forged a new voice for the saxophone and generated a huge amount of
popularity to insure the saxophones future development.
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We find an article in the April 1994 issue of ―American Society of Twenties
Orchestras Newsletter:
Rudy Wiedoeft – He was known as the unrivaled ―King of the Saxophone,‖ and it
was a title that no one, including his colleagues, ever disputed. His dominance of the
popular music world from 1920-1930 was such that he was idolized as both a genius and
a hero. He exacting musical and technical standards and brilliant execution set a new
standard of saxophone playing (in tone, technique and musicianship) that elevated the
stature of the instrument to a new level: that of acceptance in the musical community. His
dedication to the saxophone was complete. Honing his skills to that of an exceptional
virtuoso, Wiedoeft and his C Melody saxophone dazzled millions of Americans with his
concert appearances on the Vaudevillian circuit and his many recordings.
So much has been written about Rudy Wiedoeft and his impact on the popular
culture 9of the United States in the 1920s (see winter 1987 Saxophone Journal interview
with Ted Hegvik, and winter 1981 Saxophone symposium article by Jim Walsh) that few
realize his musical goals were equally directed towards the establishment of the
saxophone as a serious concert instrument. Best known for his solo recordings and
original popular compositions, he also performed beautiful obligato solos and duets to
many vocal recordings, wrote a photographic method book, a book on technique (The
Secret of Staccato), maintained a question and answer column in a music magazine and
authored three pamphlets sof ―Talks to Saxophonists.‖ He designed his own mouthpiece
and offered significant design improvement to the instrument itself, resulting in the
Holton ―Wiedoeft Model,‖ an instrument that except for his name unfortunately
incorporated few of Wiedoeft‘s suggestions.
Perhaps his greatest effort on behalf of the saxophone as a concert instrument
took place with his Aeolian Hall concert. Though not the first serious saxophone recital
played in that hall (at the time the major recital hall in New York City) it was of such
proportions and diversity as to have completely eclipsed previous efforts.
Rudy Wiedoeft‟s Aeolian Hall Concert
Although taking place on April 17, 1926, only ten weeks after the precedent
setting recital by Jascha Gurewich, the concert by Wiedoeft received far more publicity
and was organized and programmed on a far more grandiose scale. Sponsored by the
Associated Musical Instrument Dealers of New York, the co0ncert was of such national
interest that arrangements were made for a live radio broadcast over WJZ New York,
and WRC Washington and WGY Schenectady.
In addition to saxophone and piano, this concert featured two vocalists and a
saxophone ensemble consisting of three additional players. According to a publicity flyer:
`The Program has been personally planned by Mr. Wiedoeft. It is both unique and
original and will demonstrate, as completely as possible, the beautiful and varied tonal
effects upon which the saxophone has built its enthusiastic recognition in the highest
musical circles.
The name of Rudy Wiedoeft stands pre-eminent in the saxophone world. His
mastery of this popular instrument seems complete as he sings on his saxophone with the
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consummate art of a great vocalist; while the rare beauty of his tone and faultless
technique suggest the skill of our famous violinists.
The Concert was a huge success, According to Metronome:
With Aeolian Hall filled to capacity and a radio audience….conservatively
estimated at between five-hundred thousand and one million people. Rudy Wiedoeft and
his assisting artists wrotge a brilliant new chapter in saxophone history…To the music
lover it marked the first complete and satisfying appearance of the saxophone and
saxophone ensemble in the legitimate concert field’ an offering untinged by any of the s0called “jazz” effects of the present day dance combinations…And to rudy Wiedoeft
himself, it meant a personal triiuimph of a different nature than has ever been enjoyed by
any other musician-artist…It remained for this concert to conclusively bear out his
contention that the saxophone is not only eminently suitable as a solo instrument but
presents a family of instruments whose rendition of true classics not only requires no
ap9ology but permits a completeness of tome pictures and tone coloring of pleasing
uniqueness.
This review is a fitting tribute to a performer whose identification with the
saxophone is all-encompassing. Wiedoeft‘s efforts, combined with the collective
dedication of serious musicians throughout the 1920s and 1930s, helped to establish the
saxophone as an instrument worthy of the highest musical considerations. Though our
contemporary performance standards still need further refinement, the acceptance today
of the saxophone as a legitimate concert instrument is a direct, though distant, result of
their activities. With the remarkable number of solo concerts, recitals and orchestral
appearances that are not so prevalent, the fruition of their legacy is assured, the
fulfillment of their dreams and aspirations complete
.

18

"THEATRE WILBERT OPENS SEASON ON DECEMBER 15. Presenting a
Wonderful Attraction With An All-Star Cast.
Lionel Delacroix, progressive lesee and manager of the Theatre Wilbert, Plaquemine,
announce the formal opening of the season at his popular playhouse, on Saturday, Dec.
15, matinee and night, when Julien Eltings and Tom Brown and Brown Brother will
present their Black and White Revue of 1924, with an all-star cast.

A corona of beautiful maidens will surround the stars. Unusual care was exercised in the
choosing of the many lovely girls who make up the chorus, and while beauty was one of
the requirements, ability to sing and dance was not overlooked by those who made the
selections. As an additional musical feature, Messrs. Eltinge and Brown, proprietors of
the show, are carrying a forty-piece saxophone band, an unusually large assemblage of
these popular instruments. Nothing has been overlooked in the way of costume splendor
and production perfection, and the producer, Jacques Pierre, has left nothing undone to
place his organization on the pinnacle of theatrical proficiency.
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Mr. Delacroix states that he had booked many splendid attractions for the coming
season, all of which are up to the stand of the exceptionally meritorious plays which have
appeared at that popular playhouse and delighted large and sometimes over-flow
audiences in the past, including many theatre-goers from this city and vicinity who have
taken pleasure in journeying to Plaquemine in automobiles to witness these interesting
productions." (Dec. 8th.)
Donaldsonville - 1923 The saxophone is becoming the most popular instrument in
the jazz band, so popular that we see formed, saxophone bands. In the Sept. 26th paper
we have a picture of the "Stancola Saxophone Band of New Orleans, fifty strong, (Sic:
See appendix.) Which, through the courtesy of the Stancola Company will be one of the
feature attractions on New Orleans Day at the South Louisiana Fair." (Sept. 26th.)
Donaldsonville – 1926
Magazine Articles on Saxes
1930 – Casella
―The predominating element of jazz is the saxophone, which was invented in
1842 by Anthony Joseph Sax, and remained until the following century without use, with
such few exception as in the Bizet Arlesienne or in the Domestic Symphony of Strauss. It
had to wait the coming of a new music to find its reason for being. It must be added that,
used in a small ensemble of eight or ten instruments, and especially when combined with
muted trumpets and trombones, the saxophone acquires a high value of expression. The
art of the Afro-American also knew how to develop the technic of the saxophone in a
very short time, utilizing its full possibilities, its capacity for the expression of nostalgic
and sensuous feeling which are basic feelings of jazz.
―Another new element of jazz is the banjo, which, it is said, originated in Central
Africa. It was first used in San Francisco in 1909 in the orchestra of Hermann Heller,
who played at the St. Francis Hotel, and it was also at this same hotel that the saxophone
was introduced to jazz, and this in the year 1914 in the orchestra of Art Hickman.
The manners of jazz had much improved when Broadway next heard it. This time
it came from California, brought by Art Hickman and his nine-piece band, late in 1919 or
early in 1920. It was Hickman who introduced the saxophone as the quarterback of the
jazz team. The Six Brown Brothers and others had exploited the sax in vaudeville before
the war, but in general it was little used and was thought to have too mournful a voice.
Jazz discovered in it a wild and throaty laughter.

Views and Reviews – Musical Quarterly – December? – Carl Engel
While we are on the subject of popular American music, telle quelle, we must
speak with amazement and admiration of a book entitled ―Aux Frontieres du Jazz‖ by
Robert Goffin, with a preface by Pierre Mac Orland (International Music Co., Brussels,
1932). It is incredible that an enthusiastic Belgian amateur should have written the most
exhaustive story of jazz players extant. The acquaintance with jazz music displayed by
the author is nothing short of miraculous. And he proves himself a champion and a
martyr who stood out against the early (and late) vilifications of his favorite brand of
music with a courage and pertinacity worthy of a nation of heroes. Some of M. Goffin
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views strike us as debatable; thus when he writes that ―jazz was born as a compensation
in an America without alcohol‖ and alleges that the reign of the saxophone was due to
prohibition! We have heard it rumored that alcoholic drinks are still to be had in the
United States, and we must assume that their co-existence with such coryphée as
Armstrong, Lopez, and Ellington proves that one does not exclude the other. With M
Goffin‘s estimates of Paul Whiteman and Jack Hylton we are in full accord.
We must congratulate the author upon having done a most extraordinary piece of
work. We thought that we were reasonably well acquainted with the high lights in the
jazz firmament. It was left to M. Goffin of Brussels to teach us that we knew nothing of
such major constellations as Hal Kemp and his Carolinians, Red Nichols and his Five
Pennies, MacKinney‘s Cotton Pickers, Cab Calloway and his Missourians, the Original
Wolverines, the Mound City Blues Blowers, Miff Mole‘s Molers, Joe Venuti‘s Blue
Four, the California Ramblers – really, it amounts to a milky way of star clusters. Not
satisfied with the group name, M. Goffin in most instances enumerates each player in the
group. We learn, via Brussels, that Mr. Duke Ellington‘s trumpeters, whose phenomenal
playing has made us want to shout for joy, are Fred Jenkins, Arthur Wetzel, and Charles
―Cootie‖ Williams. And still we don‘t know which of the three is the funny little fellow
with the unbelievable technique. It is ―Cootie‖? The composition of Louis Armstrong‘s
band is detailed with such minuteness that we know every member by name, up to the
recording of ―West End Blues,‖ from there to ―St. James Infirmary,‖ from there to ―Ain‘t
Misbehavin‘,‖ and so on. Of Fletcher Henderson we are told that he graduated from the
University of Atlanta, and worked in a ―pharmacy‖ (drug-store?) in New York before he
became the leader of a band and ―earned laurels which he was probably the only one to
retain for so long.‖
The saxophone is becoming the most popular instrument in the jazz band, so
popular that we see formed, saxophone bands. In the Sept. 26th paper we have a picture
of the "Stancola Saxophone Band of New Orleans, fifty strong, (Sic: See appendix.)
which, through the courtesy of the Stancola Company will be one of the feature
attractions on New Orleans Day at the South Louisiana Fair." (Sept. 26th.)

Harpsichords and Jazz Trumpets – Hound and Horn – September
By Roger Pryor Dodge
The clarinet has been the instrument of very inventive players but somehow its
facile technique has inspired florid rippling solos only too often. The saxophone have
found their place, playing the background harmony in threes and taking the ―sweet‖
choruses. Though I dislike the way the saxophone is generally played, it can be as ―hot‖
as the clarinet when it is ―jazzed up‖; however, it is mostly used for soft, sentimental
passages. The drums on occasion have qualified the playing style of the entire orchestra,
as in the old washboard bands. Nobody who has heard a clarinetist used to playing in
conjunction with a washboard, can have missed noticing the persistently syncopated and
galloping style induced by the incessant rubadubadubadub of the washboard. Amazing
things have been done with kettle drums, and any good drummer can take a ―break‖ and
off-hand crowd into it more exciting rhythms than a Modernist can concoct after the
lengthiest meditation. The violin has not been favored by the hot Jazz bands although
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when ―jazzed up‖ it falls in very readily with the spirit. Here again we can see the same
musical result of the arm movement as in the case of the trombone, although not quite as
pronounced. The style of playing, I should judge, is similar to that in vogue before the
advent of the tight bow. They even get an effect of the old bow by loosening the hair and
wedging the violin in between the hair and the bow and then playing all the strings of the
violin at once. The remaining instruments, bass fiddle, guitar, banjo and tuba are in very
versatile hands but for the most part contribute solos in styles similar to the ones I have
already discussed. They have contributed, however, a few individual elements such as the
―slap‖ of the bass or the contrapuntal, inventive accompaniment of the guitar.

We‘ve Got Rhythm – American Magazine – March
By William S. Dutton
At about the time Whiteman came to New York on Hubert Vallee, son of a
druggist in Westbrook, Maine, was working his way through Yale University by playing
the saxophone nights in a New Haven dance band. A great saxophonist of the day was
Rudy Wiedoeft, and such was young Vallee‘s open worship of the master that his friends
as a joke began calling him ―Rudy,‖ also. The name stuck.
MAY 4 - MUSICAL COURIER - 1922
"JAZZ" - THE NATIONAL ANTHEM (part I) by Frank Patterson
The solution is the American popular orchestra as it now stands - two or three
saxophones, generally tenor and alto, sometimes soprano and bass interchangeable,
violin, piano, two trumpets (not cornets), tenor trombone, bass tuba, banjo and drums.
Sometimes two horns are also used, and occasionally a bass clarinet, of which, however,
the tone is too dull in comparison with the saxophones for dance purposes. Of course in
larger orchestras the usual strings are used. There are also other instruments such as an
ordinary funnel played with a trumpet mouthpiece, slide whistles, and all sorts of traps,
xylophones, bells, which play sometimes melody, sometimes harmony. The effect, for
instance, of a bass xylophone provided with resonators and played with four hammers, is
exquisite. The player holds two hammers in each hand and plays harmony. It is an effect
worthy to be introduced into the classic orchestra. Saxophones and muted brass
instruments already have found their place in the classic orchestra which will
undoubtedly be expanded, in the direction of color as time goes on. In the American
popular orchestra several kinds of mutes are used on the trumpet and trombone, the latest
being the "kazoo" mute, which gives much the same effect as that obtained by the
children when they put a piece of paper over a comb.
In a recent issue of Jacob's Band Monthly there is an article by Edward c. Barroll
entitled "In Self Defense," in which the fate of the saxophone is discussed, and the
saxophone player urged to defend his means of earning a living by "refusing to be the
type of 'maniac manipulator of a lewd saxophone' whose 'gyrations' are those of an ape or
clown or idiot, rather than being a part of the legitimate performance of a musician. By
MAY 11 - MUSICAL COURIER (1922)
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"JAZZ"- THE NATIONAL ANTHEM (part II) (continued from last week's issue - get
copy) by Frank Patterson.
Omitting the cat-calls' smears and other wholly unmusical tricks and 'effects'
which the perverted taste of your typical unclean-minded 'jazz'-hound of the lowest type
of the dance hall so vastly admires and applauds, you take another step in the direction of
making your work a permanent proposition."
But is was the arrangers who made it musically interesting, who put the color in it, color
of such richness that it almost compensates for the trivial character of most of the tunes.
These leading arrangers, whose names have already been mentioned, assure me that
"jazz" came from the West originally, brought here by some of the orchestra players and
orchestras that came from San Francisco and other Western cities. It was greatly
stimulated by the amusing antics of our soldier band boys during the war. "They
discovered how to make a clarinet of a saxophone laugh," or squeal and how to do other
stunts that greatly amused their fellows and made a "hit" at the many war benefit
performances at which they played.
SEPTEMBER - METRONOME - 1922
LOPEZ AND HIS ORCHESTRA, A BROADWAY SENSATION - One of the New
Jazzpects of Dance Music.
It was at the Pennsylvania Roof he was approached about going into vaudeville
and he conceived the idea for his present act. When he stopped the show at a Monday
matinee, he was informed that he would from then on, go on following the intermission.
The second week he was featured as the star act.
Vincent Lopez is a first rate showman. Putting on an act at the Palace means more
than playing his extraordinarily clever arrangements of popular and jazz classical music
on the stage. It involves all the principles of showmanship. Mr. Lopez designed his own
curtain, all his electrical effects, which play a big part is his act, and introduced the
comedy elements which contribute so largely to his success. Vincent Lopez is a gambler.
He knows that to make money he has to spend money. He has surrounded himself with a
high priced executive staff, including a librarian, an assistant director, a publicity man
and a technical director, J. Bodewadte Lampe, highly regarded in musical circles as an
arranger, and who made all arrangements used by Mr. Lopez.
The principal number of the act is called "Contest," and is a contest between the
reed section of the orchestra and the brasses. They compete for the applause of the
audience. It isn't a fair competition . because the reeds have on their side Bill Hamilton,
the assistant director who could win a jazz contest if he had to play with a toothpick on a
set of false teeth. Gosh, he's funny. When he - but I'm running ahead.
The opening number is a "Laughing Cornet," which seems to have strayed into
the reed section, probably to make it more difficult. If I said it was to laugh, that wouldn't
be complementary. At any rate, it was good stuff. Then the brasses in the opposite section
played the chorus of Georgia, finishing up with a fine flourish and a low bow which
seemed to say "Well, what do you think of that?" As for us, we admit we're prejudiced.
Bill Hamilton followed with a blue solo on the clarinet which we liked much better. Then
came, from the other side, a blue solo on the cornet, technically and elegantly referred to
as 'Hot Stuff.' It left us a little cold - until the reeds picked it up and the bass and soprano
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saxophones went into the funniest piece of mimicry we ever sat through. An imitation of
Gallagher and Shean, the immitable Bill Hamilton wearing a red fez like the inimitable
Mr. Shean, the bass saxophone under bone rimmed glasses, reproducing the voice of Mr.
(A word about the saxophone. This instrument may be said to be the principal
instrument in the jazz orchestra. It is so much in evidence here, and so little in evidence
in the regular symphony orchestra, as to give many persons the idea that it is a special
development of jazz. But the saxophone was invented by Adolph Sax, in Paris, about
1840. Meyerbeer, Massenet, Bizet, Thomas, and many others have written for it. Bizet
has written for this instrument a naive and pastoral melody of much beauty, in his music
to Daudet's drama "L'Arlesienne." However, it has never become an integral part of the
standard symphony orchestra. It has always remained a special instrument, used on
occasion to impart its rich and expressive tone-color to certain isolated phrases or
melodies. It has remained for jazz to exploit it. And this has been done in a way to make
the angels weep (with laughter). Originally an instrument having a richly pathetic and
lyrical tone quality, it has been made to perform all sorts of ridiculous stunts, amounting
to an indecent exposure of all its worst qualities. It is as if a grave and dignified person
were forced to play the part of clown at the circus.)
Nevertheless, all these grotesque and burlesque "effects" on the saxophone, trombone,
clarinet, and other instruments; the unusual combinations of tone-qualities; and the
invention thereby of new and unheard-of effects, I consider to be the most distinctive
feature of the phenomenon called jazz. While this is not a specifically musical distinction,
it is, considering the world-wide success of this music, and the remarkable quality of
some of these "effects," pregnant with suggestion for the serious American
composer.Gallagher. Well, they say that friends of Gallagher and Shean gave them no
peace until they went down to hear that number. It alone was worth whatever the Keith
people paid for the act. We say this gladly, in spite of the fact that somebody in the Keith
outfit cruelly suggested that what Vincent Lopez made in a week would keep the best
writer in America in fountain pen ink the rest of his natural life. We know he didn't mean
us. We use a typewriter exclusively. DECEMBER - THE NEW MUSIC REVIEW
JAN. – MELODY - 1923
FRANK WESTPHAL, CHICAGO EXPONENT OF JAZZ
"Jazz music has had its day. Today it is a nonentity in the popular field and the
music that many people regard as jazz is in reality syncopation of the highest form," said
Westphal in a recent interview. "Jazz was born in the Southland, and when it came North
it was served up with piano and drums. Later came the saxophone and other instruments,
including the cornet, trombone, banjo and big basses. With this growth came the special
arrangements, and then the finest forms of syncopation. Today, the man who is skilled in
the art of writing and bringing out most effectively the various instruments is usually the
most successful in entertaining the public.
When asked to name the king of the instruments used in the modern syncopated
orchestra Mr. Westphal stated that for variety of effects the cornet usually held first place,
but he pointed out that in special arrangements any one instrument in the orchestra might
be featured to the exclusion of all others. Modern arranging, and especially as it applies
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to the dance orchestra of today, will enable the composer to build up an accompaniment
around a cornet, trombone, saxophone, piano or banjo, or even a combination of
instruments.
"The brass bass has supplanted the string bass because it is capable
of giving a sustained tone," said Mr. Westphal. "The saxophone in many
cases has taken the place of the violins because leaders believe they can
obtain greater volume of tone from the former. The difficulty of recording
the violin for the phonograph has also strengthened the position of the
saxophone in the modern orchestra."
JULY - METRONOME - 1923
THE MAKE-UP OF A MODERN ORCHESTRA - Basic principle of Most Dance
Combinations Is the Same - by Harry L. Alford.
Most of us can remember when the majority of dance orchestras consisted of
piano, violin and cornet, with a clarinet or bass added on special occasions. The advent of
the first jazz orchestra with its funny noises and unheard-of effects first caused the
legitimate musicians to smile in a superior manner, and later to show a surprise that the
fad did not immediately wear itself out. The more progressive dance leaders were quick
to seize upon several ideas that could be used legitimately and within a few years the
whole dance music industry was revolutionized.
The first jazz drummers were perhaps not as retiring and self-effacing as might
have been desired, but we learned a great deal about rhythmical effects from them, and
they taught us the value of a number of percussion instruments that were not in general
use at that time.
But the principal lesson we learned, as the jazz artists inspired us to look for new
tone colors and effects that might be adapted to high-class dance music, was the use of
the saxophone. Although this instrument had long been known to musicians as a "filler"
in brass combinations or for an occasional solo, our principal acquaintance with it was in
the hands of vaudeville musical acts. But when we discovered its capabilities in the hands
of a skillful performer, it rapidly took its place in dance combinations; and, when the
usual prejudice against any innovation is overcome, it will be welcomed into theatre and
concert orchestras.
Is it any wonder that an instrument that can play a sustained melody with the
suavity and grace of a solo violin or cello, rapid figuration with the agility of a flute and
yet "carry" well enough to be heard clearly above the brass section (or blend with it if
desired), has become popular? Add to these qualities the fact that it has a range of two
octaves and a half, of practically uniform timbre, without noticeable breaks; and above
all, that the performer can continue playing for long stretches without tiring, its value in
small combinations becomes obvious.
The banjo has been found particularly useful in recording dance music, as it
serves to mark the rhythm, in place of the drums, which do not record effectively. It also
relieves the pianist from the burden of constantly filling in the middle register and gives
him the opportunity to strengthen and embellish the higher octaves, thereby greatly
increasing the brilliancy of the ensemble. On the other hand, the constant iteration of four
chords to a bar affected by some "banjoists" becomes monotonous in the extreme and
detracts from the changes of color and effects in the other instruments. The practice of
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allowing the banjo player to re-arrange his part to suit his own convenience is no longer
in favor. The banjo, undoubtedly, has its place in the modern dance orchestra, and when
the happy day arrives that the arranger is permitted to give it thirty-two bars rest
occasionally, and the "banjoists" will agree to rest when it is so noted in his part,
everybody concerned will be contented.
The ideal combination for a dance orchestra has been much discussed and within
a short time we may expect to see it standardized. The big organizations that record for
the phonograph companies and play in the finest metropolitan hotels and dance halls all
use practically the same instrumentation, differing only in the "doubles." This
combination is:
Piano
Two Trumpet
Tuba (String Bass)

Banjo
Trombone
Drums

Violin (in some cases two)
Saxophones (two or three who double other
reed instruments)

A saxophonist who doubles jazz clarinet for the "Blue" numbers is quite an asset;
but there is an increasing demand for a saxophonist who can play either oboe, bass
clarinet, or bassoon, and who has in addition a complete set of saxophones, from the
infant sopranino down to the baritone. An obbligato violinist who can double banjo is a
jewel of the first water from the arranger's point of view, for the quiet strains, where two
violins are given prominence are the very strains where the banjo is least needed.
For smaller combinations, the arranger would probably suggest piano, alto saxophone,
cornet and drums for a four-piece orchestra, adding violin (5), trombone (6), tenor
saxophone (7), banjo (8), bass (9) with either a clarinet, another violin, a third saxophone
or a second cornet added for an orchestra of ten or more.
SEPT. – METRONOME - 1923
PRE-JAZZ, JAZZ, POST-JAZZ by Frank J. Gibbons
The Triumphal Trot of the Saxophone When Stradivarius, of Cremona, perfected
the Violin the instrumentation of music went through a revolution. Then for nearly 300
years, string instruments held undisputed sway. Dealers in old fiddles and 'Cellos actually
boast that string instruments haven't been improved one iota in centuries. Buildings,
however, have grown much larger. Life has grown fuller, more colorful. American music
reflects these changes. Saxophones have brought about a change in the instrumentation of
music quite as thorough as that brought about by the Violin family of instruments 300
years ago. America, with its colorful life, its larger auditoriums, its cosmopolitan
population, took to Saxophones readily and in legions. Orchestras based on Saxophone
Quartet or Saxophone Sextet sprang up everywhere. The first were dubbed "Jazz Band."
But even the Violin was not appreciated when it first appeared and was referred to
disdainfully upon its first public hearing as "A squeaky little fiddle." The dance orchestra
of today is essentially a wind band.
SAXOPHONE INVADING THEATRE PITS.
Last year the adding of saxophones to pit orchestras in various Keith and other
vaudeville houses was the most forward step of this immensely popular instrument.
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This year the sax is invading the pits of legitimate houses, as well as appearing in
solo roles on stage at the foremost of the moving picture palaces of New York and other
leading cities.
The show "Go-Go," which just concluded a successful run at the Apollo Theatre,
New York, has two saxophone players, each doubling on several sizes of saxophones.
The effects were really delightful and very greatly appreciated by the players and the
audiences, as evidenced by applause for the orchestra as well as for the players.
IN "Go-Go," at the Apollo Theatre, Bernard Granville took the leading male role.
It was highly interesting and amusing to hear a sax play a string of {cuck-oos" where
Granville's lines portrayed his state of mental anguish because of his love for the leading
lady.
Soprano sax obbligatos to leading female voice numbers added a charm that is
entirely absent from the usual theatre orchestra effects. The baritone sax and bass sax lent
charming effects at opportune times during the rendition of vocal solos and vocal chorus
effects, sometimes with staccato as sweet and solemn as strumming harps, and again in
heroic measure.
At the Longacre Theatre, New York, the attraction this season is "Little Jessio
James," with music by Harry Archer. Here the pit orchestra has discarded all old
theatrical tradition and is a genuine dance orchestra in type and effect. It is a Paul
Whiteman Orchestra, under the direction of Ernest Cutting (formerly right bower to Earl
Fuller). Mr. Cutting has three saxophone players, one of whom plays four saxophones
and doubles on 'cello, another saxophone player doubles on bass clarinet. Then there are
two trumpeters, trombonist, drummer, banjoist, two violinists and the pianist.
Paul Whiteman, Inc., has started out to revolutionize pit orchestra instrumentation
and music, it being Paul Whiteman's idea that the best instrumentation for a music and
dancing show is the regulation Whiteman dance orchestra instrumentation and music.
That he is right is proved by numerous press notices such as this (and this one should be
taken to heart by all producers of musical shows, all leaders of pit orchestras and all
dealers in musical instruments);
"Although in the course of several years of intensive playgoing I have seen many
strange things in the theatre, it was not until I went to 'Little Jessie Janes' that I witnessed
the novel spectacle of the orchestra running away with the honors of a musical comedy. I
have seen shows where the band deserved a healthy share of the credit, but to have the
lads in the trenches capture the hit of the evening was a sight new to me. It is a fact,
though, that the Paul Whiteman orchestra which dispenses the music for 'Little Jessie
Janes' is the applause hit of the piece, and following it the next ranking hit was made by a
chorus girl named Lucila Mendez.
"Lastly, there is that orchestra. Each one of the men - there are only 11 of them is a genuinely good musician and the conductor, Ernest Cutting, handles the baton in a
masterful manner. What they succeed in doing for 'Little Jessie Janes' can hardly be
estimated, but it is certain that were they not in the pit the show would suffer
tremendously. As it is, they are the biggest thing in the show."
DECEMBER – METRONOME - 1923
INSTRUMENTATION FOR THEATER PIT AND DANCE ORCHESTRAS By
Ernest Cutting –
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In building an orchestra of this type it is most essential that the Saxophonists be
capable men on practically the whole family of Saxophones, and someone in the
orchestra must double on 'Cello.
Instrumentation for Dance Orchestra
NUMBER OF PLAYERS
Violins
1 1
Banjos
1 1
Pianos
1 1
Bass, Tuba or
Bass Sax
1
Saxophones
1 1
Trumpets
Trombones
Horns
Drums
1 1
5 6

5
1
1
1

6 7 8 9
1 1
1
1 1
1
1 1
1

10
1
1
1

11
2
1
1

12
2
1
2

13
2
1
2

1
2

1
3

1
3

1
3

1
3

1
4

1
2
1
1

1
7

1
8

1
3
1
1

1
9

2
1
1
10

2
1
1
11

2
1
1
12

2
1
2
1
13

14 15
2
1
2
1
3
2
1

1
14

1
15

Each Saxophone player should be capable of playing the whole family of
Saxophones and should also double on wood wind. This seems a lot to ask by present day
conditions demand it. Competition is keen, but the ambitious fellow today is fully repaid
for his efforts. Saxophone players especially cannot be too versatile. String Bass players
should also make a point of becoming efficient on Bass Saxophone or Tuba. All this
doubling is made necessary by the demand for color in dance music as in the classics.
DECEMBER – METRONOME - 1923
IN DEFENSE OF THE SAXOPHONE.
Edwin Franko Goldman, the well-known bandmaster of the Goldman Band was
interviewed some time ago by a representative of The Christian Science Monitor on the
subject of the saxophone. In the course of the conversation, Mr. Goldman commented in
part as follows; "Speaking from the dual stand-point of conductor and composer, I
believe that the saxophone, the most maligned of instruments, due to its use as an
instrument of 'jazz,' will eventually come to have an honored place not only in the
military band, but also in the symphony orchestra. Inasmuch as composers like Bizet,
Strauss, and Grainger have given to the saxophone a place in their orchestral scores, there
can be no question of its suitability to great uses."
Mr. Goldman, giving his thoughts a historic turn, recalled that the saxophone
family of instruments originated in Paris in the middle of the nineteenth century, and that
Hector Berlioz immediately recognized its value and became its advocate. He noted that
Bizet has assigned to the saxophone a part of individuality and distinction in his first
"L'Arlesienne" suite for orchestra. Turning his attention to today, he mentioned Percy
Grainger as an ardent admirer of the saxophone and as an excellent player upon it. He
referred to Grainger's children's march, "Over the Hills and Far Away," as containing
important parts for soprano, alto, tenor and bass saxophone. This work, scored for the
unusual combination of military band and piano, was first given, he noted, by the
Goldman Band at the concerts on Columbia University Green, in the summer of 1919.
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"Some band arrangers," Mr. Goldman continued, "are prone to countenance
clarinets as the equivalent of saxophones. But every instrument has its individual place
and deserves treatment accordingly. The clarinet, then, should not be substituted for the
saxophone, particularly in large bands, if the composer has scored a saxophone.
Taking up the "jazz" side of the subject, "Musicians," said he, "are resenting the
tendency of the 'jazz' people to traduce the saxophone. Numerous performers in the
syncopated portamento style of noises are lacking in correct musical schooling. These
players merely take up the saxophone to 'noodle' up and down its keys for the purpose of
uttering horrific grunts, moans and exaggerated so-called imitative laughter. Of course
that is not saxophone playing; it is downright saxophone abuse, tending to debase it in
public thought. The main intent of many 'jazz' buzzers is to pander to a so-called popular
taste. Such manipulators are apt to have imperfect embouchures, and they will, as a rule,
persist in forcing the tone to a point that throws the instrument out of tune.
"But, in spite of the misrepresentation it has suffered during and since the World
War at the bands of certain cheap commercial opportunists, and despite the persistent
German opposition maintained toward it - likely enough because it is a French invention it is my conviction that the day of artistic triumph for the saxophone is not far distant.
"Richard Strauss separated himself from the Tentonic attitude by employing a
quartet of saxophones in his 'Symphonia Domestica,' the score demanding them without
indicating substitution of other instruments. Strauss' directions are quoted as being that
the orchestra must be enlarged to 108 instruments, among them four saxophones. He calls
for the soprano in C, alto in f, baritone in F and bass in C in the symphony.
"I should like to say in conclusion that heretofore I have used only two
saxophones in my band - alto and tenor; but I intend next season to install a quartet,
realizing the richer color blending and the more varied shading it will furnish."
FEBRUARY 14 - MUSICAL COURIER - 1924
AN AFTERNOON OF JAZZ
A good deal, it is true, was said about the possibility of such association, but
nothing definite, serious nor convincing. The most convincing part of the whole
afternoon was the music made by Lopez and his orchestra, and the possibilities are open
to those who have ears to hear. For, whatever else jazz may be, it is certainly full of color
- and it was just this subject of color that was left out of the discussion. There was a great
deal of talk of rhythm and syncopation, and the opinion was freely and repeatedly
expressed that syncopation and the saxophones were the soul of jazz.
If jazz consists of "split" time (i.e., fox-trot time), a bass drum note on every beat,
a banjo to mark the rhythm with additional force, and saxophones, then, obviously, it
could never be of use in serious musical thought. If, however, jazz consists only of the
color of the orchestra, the special treatment of saxophones and trumpets, irrespective of
the rhythm, then it might very well be developed into serious music. For serious music
expresses depth of feeling, and must necessarily be to some extent rhythmically free - at
least, so one would think - and it is just this point that should have been the subject of
discussion.
MARCH - SHEET MUSIC NEWS - 1924
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THE WHITEMAN CONCERT
SUN - "It was a triumph of 2-4 time. it was one long strong musical cocktail." Gilbert W. Gabriel.
It is interesting to note that Mr. Whiteman is not the only important orchestra
leader who is experimenting in this way. Vincent Lopez, it is announced, has secured the
Metropolitan Opera House, New York City, for April 27, when he will give a concert of
American music, featuring some of Stephen C. Foster's melodies. His orchestra will be
increased to 50 for that occasion, and will include 20 saxophones.
These various experiments on the part of such important figures as Whiteman and
Lopez are interesting. It is generally conceded that the modern dance orchestra of higher
type today plays a very important part in educating the musical taste of the masses. With
their entrance into the concert field, they will logically help to further educate the public
in the direction of the better type of music.
saxophones. he will be aided by two assistant conductors one of whom will be
Dominico Savino the well known arranger who is also technical director of the Lopez
orchestra. Only American music will be played at the recital beginning with some of the
old favorites such as "Carry Me Back to Old Virginny" and "Swanee River" and
progressing to
AUGUST – ETUDE - 1924
JAZZ - LOWBROW AND HIGHBROW. by Henry T. Finck. The saxophone is an
essential ingredient of a jazz band, but the saxophone is not African. It was invented by a
Belgian called Sax, and thousands of American boys play it at home, in school and in
processions. The French army adopted it many decades ago.
The late Victor Herbert's attitude toward saxophones was amusing.
"I can write for them," he said, "but I never could conduct them. They make me
nervous."
MARCH – METRONOME - 1924
THE INVENTOR OF THE SAXOPHONE AND ITS HISTORY
The inventor of the Saxophone, Antoine Joseph Sax, was born at Dinant,
Belgium, November 6, 1814, his father being the celebrated instrument maker, Charles
Joseph Sax, whose labors to improve the clarinet and inventions connected with brass
instruments had won for him a prominent position among the Luthiers of Belgium.
Antoine, sometimes referred to as Adolph, early displayed a taste for the vocation of his
father, and also manifested great musical ability. The father took special care to foster
those inclinations, affording the lad every encouragement in the workshop, as well as
directing his studies in music.
When old enough he entered Brussels Conservatoire de Musique and studied the
clarinet and flute. Under the celebrated master, Bender, he acquired great skill on the
clarinet, but seems never to have applied it in a professional capacity. His predilection
took him back to the workshop, where he labored diligently along the lines laid down by
his father for perfecting the clarinet family, greatly improving the bass clarinet and
inventing the double bass as a foundation for the same.
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In 1842 Sax left Dinant and settled permanently at Paris. He opened a modest
workshop in the Rue St. George, but so great was his superiority over all instrument
makers then residents of that city, that he found it speedily necessary to greatly enlarge
his premises, owing to the numerous orders entrusted to him by professional musicians
and others.
Two years after taking up his residence at Paris, he won a silver medal for his
display of brass and wood instruments at the French Exhibition. One year later he took
out patents for his saxhorn, an improved form of the bugle, and "for a family of cylinder
instruments called saxtrombas, intermediate between the saxhorn and the cylinder
trumpet."
In 1846 he patented the invention with which his name still continues to be
connected, viz., the saxophone. He made a complete quartet of saxophones, consisting of
the Bb soprano, Eb alto, Bb tenor and Eb baritone, and thus gave four new voices to the
world of music.
Jealous of his achievements, there have not been wanting men of less caliber to
dispute his claims as improver, originator, inventor, notable among whom may be
mentioned Wieprecht and Cerveny, but without success, decisions in court being
invariably in favor of Sax.
He was fortunate to find friends at Court, and as a result secured a practical
monopoly for the supply of wind instruments of his manufacture to the French Army. At
the Paris Industrial Exhibition he was awarded a gold medal, and at the great Exhibition
of 1851 he obtained the Conseil d' Esposition medal for the three families of instruments
with which his name was identified.
In 1852 he became bankrupt, but by arrangement with his creditors recommenced
business. In 1859, owing to the reformation of pitch, every military band and orchestra in
France had to procure new wind instruments. "An enormous advantage," remarks a writer
in Grove's dictionary of Music and Musicians, "by which any one else in Sax's place
would have made a fortune; but with all his ability and shrewdness he was not a man of
business and his affairs became hopelessly involved. From that time his affairs went from
band to worse and though he exhibited in London in 1862, and took the Grand Prize in
Paris in 1867, his tide of fortune passed out of his hands, his collection of musical
instruments was dispersed and, in fact, nearly all by which he set store was scattered by
the inexorable hand of fate and the auctioneer's hammer."
The life of Sax furnishes an illustration of the fact that possession of genius does not
always lead to fortune, and even though by combination of circumstances and assistance
of powerful friends, as in this case, the man of genius may succeed in obtaining a foothold on the covered wheel, he usually completes the revolution instead of stepping up on
the high level when half the round is made. There was a time in the history of Sax when
he might have retired with a snug competence, if not great fortune. Friends in high
quarters, assistance of prominent musicians, such as Berlioz, Halevy and Kastner,
favorable comments of the French press and, in fact, the applause of all Europe placed
him in a position to which few men attain in middle life. Having reached that point his
wheel of fortune began the downward half of its revolution; competition, litigation, above
referred to, and poor business capacity, so loaded it that the descent was rapid, and the
wheel was too heavily. weighted ever to rise again. Thus it came about that the man to
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whom wind instrumentalists are so deeply indebted for improvements and inventions
died in Paris, in the 80th of his age, almost penniless and well nigh forgotten." Year
AUGUST - MUSIC TRADE NEWS - 1924
JAZZMINIA - THE HOME OF THE SAX. Just about midway between Windsor,
Ontario, Canada and Chicago, Illinois, U.S.A., is the high pressure area that is
responsible for all of the world's jazz.
On the map, the center of this area is Elkhart, Indiana. But in common American
parlance it is more often referred to as "The Saxophone City," or "Jazzmini." About
eighty-five per cent of the wind instruments made in America are made in Elkhart and
many of the highest grade instruments are made by the Buescher Band Instrument
Company, under the personal supervision of Ferdinand A. Buescher.
Mr. Buescher grew up in Elkhart and the band instrument industry in America
grew up with him. Prior to the advent of F. A. Buescher as a manufacturer, the American
market for wind instruments was supplied to a considerable extent by the British firm the Bessons, the Booseys, etc., and to some degree by French, Austrian and German
manufacturers.
It was just about fifty years ago that F. A. Buescher, with a capital of less than
$500, began manufacturing operations in a little wooden building. He built up a business
running close to $200,000 a year on brass instruments before he went into saxophone
manufacture on a large scale. Today this company makes and sells three and a half
million dollars (gross) worth of instruments annually, and the larger part of this business
is in Saxophones.
Tens of thousands of Buescher Saxophones are made and sold every year. In fact
it would seem that every boy in the United States and Canada must own one. Still their
popularity continues to increase. The American takes to it naturally. It is as close to his
heart as the harp to the Irish or the pipes to the Scot. So great is the love of the
Saxophone in America that Buescher actually makes them in nine different distinct
models - ranging from the little High Soprano in Eb to the deep-throated bass in Bb.
Other Buescher products include trumpets, Trombones and Basses. These have
been greatly refined by comparison with the European wind instruments. They blow
easily and are very tractable because they are comparatively light in weight. As a result
the Brass Instruments proper - the Trumpet, Trombones and Bass, and to some extent the
Cornet, Mellophone, Baritone and a few others are very popular indoor instruments and
go very well with the Saxophone.
Muted effects are popular with Americans. The average trumpeter owns half a
dozen to a dozen and a half of mutes to stick to the bell, each lending a separate and
distinct tinge to the instruments tone. The mute, it may be said, has greatly popularized
the Brasses for indoor playing.
Within the past ten years a host of great American leaders have played in London.
Nick LaRocca and his Original Dixieland Jazz Band played there, appearing before most
of the Royal Family. Bert Ralton, with his New York Havana held forth at the Savoy for
years. Art Hickman's Five played there for several seasons. Then came Paul Whiteman
and Paul Specht, to mention just a few - and all of them are worshippers of the High
Potentate of Jazzminia - Ferdinand A. Buecher.
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When the French Government threatened to deport all the American jazz bands
from French hotels and cafes, the High Potentate of Jazzminia wired the American
Ambassador in Paris to get busy and talk things over with laBelle France. This is the
cable he sent to Ambassador Myron T. Herrick.
"As the largest manufacturer of Saxophones in the world and as an American
citizen, I wish to add my protest to that of Paul Specht and other American musicians
against the action of the French government in banning American Dance Orchestras. A
Frenchman invented our national instrument, though we perfected it. Surely there is work
and glory enough for both French and American. Can you not intercede in the behalf of
our musicians in France? Ferdinand A. Buescher.
So great is the European demand for genuine Buescher instruments that the big
Hawkes firm of musical instruments dealers has recently taken over the agency for
Buescher Band Instruments and Saxophones in Great Britain.
JANUARY 10 - SATURDAY EVENING POST - 1925
THE REIGN OF REEDS AND RHYTHMS by Earl Chapin May. Why This
Saxophone Craze?
Incidentally, he frequently has to change the pitch of his two tympani, either by
foot or hand power. But masters like George Fraum, of the Metropolitan Grand Opera, J.
Fred Sietz, of the Chicago Grand Opera, and Albert Ritter, of the Boston Symphony
Orchestra, get used to it.
Whether drums were invented before other musical instruments is a moot
question, but many believe prehistoric music passed through three stages - the drum
stage, pipe stage and lyre or harp stage. There is no doubt that many types of instruments
we know as traps have existed for centuries in China and the Americas as native whistles,
rattles, gongs and bronze bells. It is equally true that bone and cane flutes as well as can
oboes and other reed instruments of the pipe type were played before history was written.
But the greatest pipe of all is the saxophone.
Fifty years ago the saxophones was a curiosity. Twenty years ago it was sill a
novelty. Ten years ago it became common place. Today it is a racial habit, a musical
mania. Saxophonists rage around the earth; but in this, as in some other things, we lead
the world.
Not less than 1,500,000 Americans have become actively and persistently
attached to saxophones during the past decade. Approximately 2,000,000 citizens of these
United States are moaning on saxophones.
Why this saxophone craze?
Anyone with enough music in his soul to beat time to a tune can learn to play a
saxophone in twenty minutes, more or less. The "less" should not be taken lightly. The
saxophone is the world's greatest escape for those who yearn to do something in a
musical way. It is at once the most spectacular and versatile of musical instruments, and
about the easiest over which to gain partial control. If you can overcome fear the chances
are twenty to one you can overcome the saxophone. The fear I refer to is the fear
engendered by the sight of a saxophone.
There is nothing structurally appalling about the cornet, alto, tenor, trombone,
bass or drum. The violin is a simple thing to look upon, and the viola, cello and double
bass merely its big brothers. The harp is a piano without a body. performances on the
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pipe organ is possible to any musician unusually ambidextrous who has the feet of a
song-and-dance artist. But the saxophone is a mass of protuberances clinging to a conical
tube, with a piece of flat cane at one end and a bell-like opening at the other. It seems to
be all keys or the component parts thereof.
So for forty days and forty nights I went about asking practicing saxophonists,
"How many keys has a saxophone?"
The answer in each instance ran about as follows:
"Let's see. There's the low B flat, the C major, the octave, the g sharp, and"-running at random over the imposing array of gavelocks, jemmies, levers, springs, rings,
pads, caps, cams and what nots which make this most modern of musical instruments
look like an overgrown but devil-may-care meerschaum pipe - "there's, all told, twenty no, twenty-one - no, that isn't right - yes, I have it - twenty-three."
I checked up and found that the answer, whatever it was, was according to the
keys there made and provided. But I still faced the discouraging fact that the saxophone is
so burdened with mechanical complications that its dearest friends do not know, without
investigation, how much machinery they are wrestling with.
But, encouraged by some saxophone fans, I borrowed a saxophone and a book
filled with wise saws and detailed charts, followed instructions - and achieved the scale
from C to C! True, I almost slipped on the top note coming down, but I reached the
bottom without breaking anything but the peace - and then a strange thing happened. I
had taken to my breast a twisting thing called the saxophone. The serpent bit me. Since
which time I have been drying, Egypt, dying to own not one but the whole family - eight!
Count 'em! Eight! - of saxophones. If fortune smiles, my ambition may become reality.
This experience is important, because it reveals the why of the saxophone, in spite
of its forbidding aspect, it is almost as easy to play as a tin whistle - up to a certain point.
And it comes in such assorted sizes that it suits almost any musical or semimusical taste.
The E-flat sopranino saxophone plays E-flat clarinet or cornet parts. It is only
eighteen inches long - too short to come in the meerschaum model - but its range reaches
to high heaven. The C soprano plays directly from vocal, piano or organ music and hence
is right at home in the family orchestra, church choir or singing society. The B-flat
soprano resembles the mezzo-soprano voice, plays the b-flat cornet parts in the band and
is the star instrument in modern dance orchestras. The E-flat alto saxophone can play the
alto parts in the band, and might become a featured solo instrument with symphony
orchestras. The C-melody saxophone is an octave lower than the C soprano and has a
cellolike quality. The B-flat tenor saxophone takes the place of tenor or barytone in the
band and trombone in the orchestra. The E-flat barytone saxophone has the pitch of the
E-flat bass or tuba in military bands, and the b-flat bass saxophone has the pitch of the
BB-flat bass, biggest of all military band instruments. It is a fussy musician who cannot
find satisfaction somewhere along this reigning line of vibrating brasses. No wonder we
harbor 2,000,000 of them!
The Thrill of Your Life
Antoine Sax, of Belgium and Paris, developed the saxophone and began
manufacturing the B-flat soprano, E-flat alto, B-flat tenor and E-flat barytone - first of the
saxophone family - in 1846. Edward Abraham Lefere, a native of Holland, became the
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first great saxophone virtuoso about 1850. In his capable hands the new instrument was
endorsed by Wagner and Gounod. In 1871 Lefebre brought the first saxophone to this
country. For nineteen years thereafter he was the featured saxophone soloist with
Gilmore's Band.
His mission in life was to establish the saxophone as a legitimate musical
instrument. He did his work well. Then the funny men seized upon it.
Knox Wilson, a "Dutch" comedian, was one of the first, if not the first, to do a
cakewalk with the saxophone. He starred in several musical comedies and is still in
vaudeville.
Tom Brown started his career - on foot - from his home in Ottawa, Canada, where
his father was leader of the Governor-General's Foot Band. After many vicissitudes Tom
became a circus cornet player. A brother joined him under the white tops. They began to
practice on the novel saxophones between circus performances. The other musicians
made merry with them. So did the elements. After a blow-down at Aurora, Illinois, one
day, they found the remains of a patron stretched out on their saxophone trunk.
Eventually Tom, Bill, Alex, Fred, Vern and Percy blossomed out as the Six Brown
Brothers. Percy died in service during the World War. The remaining five, with a new
recruit, carried on in musical comedy and vaudeville.
The World War added a final touch to the saxophone's popularity. A regimental
band was required for each new regiment going into service. Governmental regulations
and the enthusiasm of recruits to the army purchasing department caused a boom in
saxophone manufacture.
Impossibility of escaping the saxophone is daily impressed upon us. Boston
rededicated itself to music with a Music Week, May fourth to tenth last year. One of the
week's features was a jazz concert by a forty-piece band in which saxophones played
prominent parts.
So far as I know, the highest attainment in saxophone performance is that credited
to Miss Lillian A. Boyer, of whom a current chronicler says, "If you ever have occasion
to see Miss Boyer perform on a saxophone and note her turning a complete somersault on
the outer edge of the wing of a moving aeroplane while playing a solo, we are sure you
will get the thrill of your life."
I'll say you would! Not even Al Wilson, who, high in air, drives a golf ball from
an aeroplane wing, then leaps from one plane to another, can out point the musically
inclined Miss Boyer. I am not sure what solo Miss Boyer plays while turning her aerial
somersault, but I assume she specializes in The Heavens Are Telling.
The Chicago Noise Court
Chicago, accustomed to disturbances, is trying to keep the saxophone within
bounds. It does not object to the uproar coming from the upper floors of the State-Lake
Building, where budding saxophonists are attending a saxophone school, even though
that uproar outsounds the rumble of the Loop and the squealing of the L trains. It does
believe, however, in certain quiet hours between nightfall and dawn.
Hence the noise court instituted by Health Commissioner Bundesen, who is
campaigning against persistent and dynamic self-expression which he contends "may
affect the brain in such a way as to cause giddiness, dizziness and nausea." Among the
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offenders against the peace and dignity of Chicago are, according to the health
commissioner, "The saxophone player who begins his concert at a time when people
should be sleeping; the ragtime player who finds it necessary to keep the world awake;
the phonograph player who makes himself a nuisance late at night; the radio fan who
turns on the new horn at unseemly hours; the early-morning streetcar gongs; the annoying
locomotive whistle and the automobile horn that sreeches for the best girl to hurry."
Although Commissioner Bundesen hales offending saxophonists into court, he is
not anti music or anti saxophone. He has sponsored a saxophone sextet in his department.
This sextet rehearses on the roof of the Cook County Building. But it restrains itself after
the Bundesen curfew has rung.
Edward C. Barroll, authority on the saxophone, hazards the prediction that the end
of 1925 will find twenty times as many saxophone bands in America as at the beginning
of this year. Not only are individual and group performances increasing at an alarming
rate; saxophonists are coming upon us in pairs. Not long ago we were presented with
Filipino Siamese Twins, each playing a saxophone. Down in San Antonio a pair of twins
recently dawned upon the public. They are pretty little girls with long curly hair and
bright faces, but they are joined Siamese-Twin fashion and they do saxophone duets!
France appears to be taking the saxophone situation more seriously than does
America. Last June the cables told us the French Government had decided to banish the
multitude of American jazz bands which were making life difficult for French musicians.
Prominent saxophonists in this country appealed to Secretary of Labor Davis at
Washington and ambassador Myron T. Herrick at Paris, and the French ruling lost some
of its harshness. Great is the power of the saxophone.
It is becoming more and more strenuous for the professional saxophonist each
day. Arrangers are giving modern saxophone players more difficult parts, and there is a
demand in better bands and orchestras for artistic work in the saxophone department. In
such organizations the trick player has given way to the one who thoroughly understands
ensemble playing. But many astonishing results have been accomplished by trickery.
There was the celebrated case of the Foster Quartet and the Pizzicato Polka. This
Strauss number was long a favorite with Gilmore's Band, because it is filled with difficult
starts and stops and unison, and harmonic passages which gave the dramatic IrishAmerican conductor a bully chance to show off. For the same reason it is a test number
for a saxophone quartet operating without a conductor, because each of the four players,
standing in line on the stage, had his hands and fingers full - of keys. And it is an axiom
in the world of music that no four men can count time alike. Doctor Foster solved the
problem of the Pizzicato Polka's starts and stops in a unique and, for a long time,
mysterious manner. For months after the first performance of that polka as a saxophone
quartet number, in Carnegie Hall early in 1910, musicians sat out in front and marveled at
the accuracy of attack exhibited by the Foster quartet. Then the secret was revealed.
The ingenious Foster had cut out and concaved a bit of cork which he thrust into
one nostril. At the intake of breath immediately before each passage of music a sharp but
subdued whistle came from Foster's nose. The quartet could hear it, but the audience
could not. The attack was perfect. Engagements galore followed. The quartet was a nine
months' wonder in the saxophone world. So much for originality.
Carping critics may complain of the saxophone craze, but the saxophonists will
reply, "We're not so crazy as the oboe, English horn and bassoon players. See how many
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of them have gone to the booby hatch!" And the records do show that there is some
foundation for the tradition that the players of double-reed instrument - of which the
oboe, English horn and bassoon are best known - do have a dual mentality and do at
times suffer from amnesia.
The oboe is a diminutive wooden pipe with a delicate slightly nasal but wholly
sweet tone, and is the boss of band or orchestra because its pitch is so stable that all other
instruments are tuned to it. it is of ancient, probably Oriental, origin and in the course of
its development has been known as the shawm, or reed pipe, of the twelfth century, the
schalm of King Henry VIII, the howeboie or hoeboy of Queen Elizabeth and hautboy of
Samuel Pepys' diary. "Hautboy" may be translated "high wood," referring not to a tall
chest of drawers but to the altitude so easily attained on the small musical instrument.
JANUARY 25 - NEW YORK TIMES - 1925
SOULFUL YOUTHS BUY SAXOPHONES.
No Sleep For Neighbors of Ambitious Young Jazz Orchestras. Far be it from the
good people of Bensonhurst, Harlem or West Farms to flout tradition, but doubt as to the
truth of the ancient contention that music hath charms is dropping heavily upon them.
In their milder moments they will concede that perhaps there were times in their
lives when music had a soothing significance for them, but that was before the young
men in their localities became unreasonably convinced that any one could learn to play a
wind or percussion instrument in ten lessons or receive his money back.
These peaceful communities, and the ninety-two other shoulder-to-shoulder
hamlets that compose the metropolis, deny that they are peaceful any longer. They recall
with regret their criticism of youths who spent their evenings and 2 1/2 cents a cue in the
local pool parlors. They yearn for the quiet click of the billiard balls when they are
assailed by some particularly agonized wail committed in the name of music.
It affords them no joy that the gangs have been supplanted by the bands. They
even miss the boys who stood on the corner, with heads close together, keeping always a
respectful distance ahead of the tenor as they apprised a disinterested public of a warm
regard for "Sweet Adeline."
Today "Sweet Adeline" has been supplanted in young men's musical interest by a
correspondent kind of a lady known as "Hot Mamma." Their homage to this livelier belle
is paid with an assortment of shiny, leather-lunged instruments played with an
accompaniment of puffed cheeks and shaking shoulders.
Many an innocuous telephone lineman by day is a mad master of saxophony by
night. There are shipping clerks who take up a clarinet when they drop the hammer.
There are third assistant paying tellers who become lost in the shining embrace of a
Sousaphone when dusk falls.
A Double Lure.
The boys have succumbed to a double lure. They crave wealth and social
desirability. They want to be appealed to by charming company to cause their saxophone
to sob, croon, or have it ask her please to come back to him.
The indulgence of the jazz orchestra leaders in permitting the general public to
peer into their pay envelopes and see the thousands of dollars neatly folded there has
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caused legions of young men to regard the merchandising of melody as their mission on
earth.
They all do not succeed in creating symphonic sound; but they usually manage to
achieve volume. They collect in quintets and sextets at one another's homes, much as
card players do, and prepare to blow and thump their way to fame and fortune. They are
blissfully impervious to the thudding on the ceiling by the family below. The urge is so
strong upon them that janitors are defied with as much impunity as are ordinary persons.
Their art is long and time is fleeting. It is often midnight before there is a pause in
their evening's occupation. This interval is customarily devoted to crimination and
recrimination regarding the authorship of divers sour notes.
Now and then they are engaged to play at local weddings or large ice cream
parlors. At the refreshment saloon they sometimes find themselves in stern competition
with the nickel piano. This piano has seniority in its favor, but the orchestra gives
motions with its music, this being a most popular blending in this restless era.
The remuneration is not precisely princely, but there are no discomforts from
thirst.
One of the largest manufacturers of band instruments declared that his sales for
1924 were more than double those for 1923. He admitted that he has sympathy for those
tenants with a two-year lease and an incipient orchestra on the same floor. He says he
would pay a fabulous price to the inventor of a device that would silence a saxophone
when a player was exceeding his quota of harsh and unfeeling notes. Inventors, here is
your chance. B. R.
FEBRUARY 7 - LIVING AGE - 1925
THE TRIUMPH OF THE JUNGLE by Jaap Kool.
The decisive turning in the history of the jazz-band came with the victory of the
saxophone. Where did this instrument originate? In the year 1842 a man came from
Brussels to Paris without a penny. His name was Adloph Sax. His sole possession was an
instrument which he had invented in his father's musical-instrument shop - a bass clarinet
of curious construction with which he stirred up a commotion upon the pinnacles of the
Parisian musical world, among such men as Halevy and Auber. He received an especially
favorable reception from Berlioz, who provided the inventor with the money necessary to
carry out his plans. Sax now built seven of these instruments, named saxophones in his
honor, of different
APRIL 11 - MUSICAL AMERICA - 1925
NEW AMERICAN MUSIC DRAMA OF REDEMPTION UTILIZES JAZZ
Jazz has proved a hardy tonal infant in the relatively few years of its existence.
We have had rhapsodies and sonatas exploiting this medium, and now comes the
announcement that the Chicago Civic Opera Company will add four saxophones to its
orchestral battery when it produces a new grand opera next season., "A Light from St.
Agnes," by W. Franke Harling, American composer.
New instruments were added to the dance ensemble, probably in a search for
additional tonal possibilities. This tonal desire was answered by the arrangers with the
use of the saxophone. The inclusion of the saxophone became a major tonal influence. It
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was first included in the dance ensemble in the early decades of the 20th Century. The
saxophone was used in military bands much earlier, especially in the French Military
Bands of the 1860's that had made appearances in New Orleans in the 1870's. One of the
earliest saxophone parts was found, in manuscript, in the dance library of John
Robichaux of New Orleans in an arrangement dated 1906.
While exact dates are not possible in general terms we can detail the inclusion of
the saxophone in dance groups with the below chart:
1906 - 1916 - one sax period (either an alto, tenor or C melody)
1917 - 1922 - two sax period (combinations of alto & tenor or C melody
1923 - 1929 - three sax period (usually alto & 2 tenors. Can be 2 altos and tenor)
We find the baritone saxophone used as early as 1921 but was an exception until later.
The development of orchestras in the 1920's continued the earlier dance group
enlargement that evolved from the Quadrille bands. The theater bands in the latter
decades included orchestral instruments that are found in the symphony/operatic
orchestras, i.e. double reeds (especially oboe and bassoon), French horns, and a full string
section. Knowing that the instruments stated above were hard to find in the 100's of
towns having musical groups, music publishers had their arrangers develop a style of
arranging that included a mastery use of cross-cueing. These arrangements and the bands
playing them, evolved into the traditional society orchestra of violin, flute, clarinet,
cornet, trombone and the three rhythm instruments - piano, bass and drums. A second
cornet part was added later, and it wouldn't be until approximately 1910 that a saxophone
appears in a printed part. (The development of the use of saxophones will be taken up in a
later.) The clarinet, while we find it used as a double in swing orchestras, had as
prominent a part in the society orchestra as that of the flute and violin. The clarinet was
discontinued in a prominent role around 1931; the flute meeting the same fate
approximately in 1935; the violin, while used by many leading swing bands, began losing
favor in the early 1930's. The banjo was added to dance band stocks around 1911 and
disappeared in around 1935-37 - to be replaced by the guitar. The saxes were added, first
including just one, then two (alto & tenor), then three, four and five saxophones.
Saxophones prominence:
1906-1917 - one sax
1917-1922 - two saxes
1922-1929 - three saxes
1930's - four to five saxes
In the 20's (approx. 1922-1929) a large majority of stocks published contained
parts for three saxes. In 1926, 83% included sax parts. In 1920 only 39% had included
sax parts.
AMERCAN MERCURY – APRIL – 1926
THE ANATOMY OF JAZZ II
Discusses the evolution of the "sweet" sound of jazz and the efforts of
Fredie Grofe:
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"There are seven members of the saxophone family, ranging from the sopranino
down to the contrabass, though very few of the latter are now in existence, owing to their
unwieldiness and the necessity of having a superhuman pair of lungs to play one. The
sopranino can climb up to the second G flat above the treble clef; the baritone (the
average orchestra has no lower bass) can drop down to D below the bass clef. So there is
plenty of room to write for them. They grow bigger according to the depth of their voices.
What you see ordinarily when there are three players are two alto saxophones and
a tenor' if there is a quartette, the fourth is a baritone. They all have bent-back
mouthpieces and bells doubling back and up and out. When one or more of the players
suddenly changes to a straight instrument, it is a soprano, and if there is one straight one
about half as long as the others, that is little sopranino. They are all transposing
instruments; that is, they sound a note quite different from the one actually written.
Until the days of jazz there was practically no virtuoso saxophone technique
because none was called for. In military bands (Sousa has carried a quartette for years)
they wander quietly and unobtrusively about, filling in and enriching the harmonic
background. Meyerbeer, Bizet, Massenet and Thomas all employed them as solo
instruments, though making not technical demands on them.
As a bit of ironic fact, these passages generally were (and are still) transferred to
the clarinet because there was no saxophone player available in opera or symphony
orchestras. Today, under the agile fingers of the modern player fluttering over eighteen or
twenty keys, saxophones toss off scale passages and arpeggios with reckless ease.
The saxophones chatter, they bleat, they glide, they coo-especially the latter. They
even produce portamenti that are, mechanically speaking, not among their possibilities.
Urged by a skillful tongue (slap tonguing), they produce explosive noises that sound as if
a door had been slammed to upon a tone with a woodeny bang. They are invaluable in all
situations-the heart, soul and spirit of the jazz orchestra.
The saxophonists had a virgin field to develop. Jazz trumpeters and trombonists,
on the other hand, have taken their classic instruments and in a very few years extended
their possibilities beyond the dreams of the generations that previously played them. The
orchestration books, for instance, all give the soprano high C (two octaves above middle
C) as the extreme upward limit of range for the B-flat trumpet, the one in ordinary use,
and even at that warn against the employment of the upper register. "It is a good rule,"
says Cecil Forsyth in his exhaustive book on orchestration, "to take them.....only for
special purposes above their high G." Yet the jazz players of today run up an octave
higher than the with entire ease, and Leo Sowerby in his "Monotony" has actually written
the B-flat above that summit-and had it played.
As an example I will present the arrangement of "I'm a Jazz Vampire" an
arrangement available from Basin St. Press that was published originally in 1920. The
instrumentation includes: piano, bass, trap drums, alto & tenor saxophone, violin, 2
cornets and trombone. Early arrangements included flute and clarinet parts but of course
no saxophones. The first saxophone parts published were in the late teens of the 20th
century. Many times we do have clarinets included within the saxophone parts
(doublings) and violin parts (which were later excluded from the arrangements of the
20's.
The tenor saxophone usually is doubling the 2nd cornet or a harmony part with
the tenor plays the missing note of a triad (bars 5 to 12).While the melody at bar 19 is
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taken by the 1st cornet, the tenor plays the intro motive which alternates with sustained
harmony parts until bar 27 where it has an interesting counter-melody until it goes back,
in bar 35 as it plays the intro motive again. The conductor should play close attention to
the saxophone parts in these early jazz arrangements. The two saxophone arrangement
has to be analyzed as to when it plays the melody, a counterpoint or sustaining harmony.
Many saxophone players, experienced at playing saxophone band parts within a four or
five sax ensemble cannot approach these arrangements thinking their part is similar to big
band arrangements. Both the alto and tenor parts are combinations of doubling, harmony
and counter-melodies and must understand which he is playing at certain parts of the
arrangements.
The alto often doubles the melody, first in the 1st cornet part and occasionally
with the violin. At 43 it doubles the bass. The saxophone was a difficult instrument to
control and play in tune. In one year Buescher sold over a million saxophones. The
saxophone was also the brunt of many a joke such as: "What's the difference between a
chain-saw and a saxophone?" Answer: Vibrato.
The years between 1913 and 1918 were significant in Papa John‘s musical career.
During that time he left New Orleans to join a traveling show band led by professor
Anthony Holmes of Lutcher, Louisiana. Holmes taught Papa John how to read music and
he encouraged his new sideman to get a saxophone when the instrument first came out.
―He say, ‘John, a man like you shouldn‘t be on the bass.‘ I got a cello, and I play cello
awhile. He say, ―Why don‘t you get a saxophone? Say ‗I‘ll get you a saxophone pretty
cheap.‘ So a friend of mine‘s was there at the time, and said, ‗I know a fella in New
Orleans just came down from New York with a saxophone.‘ Had just bought it. So I gave
him fifty dollars and train fare. Had a e-flat alto. I played with Homes‘ band. Well, I
could play a little clarinet; and in ‗bout a month I was going out with the band with the
saxophone.‖
Upon returning to New Orleans, Papa John found that he was a pioneer; ―I had the first
saxophone in New Orleans.‖ He was significant in introducing the instrument into brass
bands and dance bands throughout the city.
Another who was helped by Papa John was Earl Fouche‘. The outstanding sax
player on the 1927 recordings of Sam Morgan‘s Band. ―That‘s my cousin (Earl Fouche‘)
Now he couldn‘t do nothing with that music until I shoed him how, and he got to be a
good saxophone player.
I went through the season in this fashion. Then, the Grunwald Hotel corporation
purchased a new hotel, the Bienville Apartments Hotel, on Lee Circle and St. Charles
Avenue. Mr. Grunwald wanted to put something different and novel in music at the new
hotel, and suggested to me that I put an all-saxophone band in there, as saxophones were
just beginning to be the rage in the East. The symphonic Dance Orchestra had
saxophones, but that played for dinner only. The idea of an all-saxophone group for
dancing had not been tried in New Orleans.
I opened the new Bienville Apartments Hotel (1921), with saxes, piano, and
drums, billed as ―Tony Parenti and His Saxophone Orchestra.‖ There was Wilbur Dinkle,
piano, and either Adrian Goslin or George Triay, drums. On saxes, there were: Joe
Hartman, tenor; ―Box‖ Saxman, C-melody, and I played B flat soprano sax (of which
more later). The ―novelty‖ appeal was strong, we played almost exclusively for dancing
and we did well. We would fake the popular stock arrangements (which the publishers
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sent us free) and trick them up with ―head‖ arrangements. However, we did play little
jazz band things, in which I would double on clarinet.
Hearing this music for the first time in person, I was rather thrilled, because of its
impressiveness-hearing such things as six saxophones, and elaborate semisymphonicturbulations of popular songs. Then next afternoon I went to the music store
and mentioned that I might want to play an E flat alto sax, and they presented me with a
gold-plated Buscher, in return for publicity for them, in connection with it. This was my
first experience with a lead alto. Previously, I had played soprano sax, which, having
similar fingering to the clarinet, was not much different. I used the alto that night on the
job, with hardly a trial, and no practice on the new instrument. I made it a steady part of
my band thereafter. I mention all this because thereby lay the unfortunate circumstances
of my early New Orleans recordings, which are monopolized by my new ―play toy,‖ as it
were. I was a youngster then, of course, and looking back over the years, the fact hat I
gave so much to the saxophone seems absolutely out of place. I wish I had stuck to
clarinet.
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THE USE OF THE SAXOPHONE
The more than 3000 arrangements in the John Robichaux's dance music
library gives us a sampling of the use of saxes in the contemporary dance
orchestra of the late 19th and early 20th Century. One of the earliest examples of
the use of a sax in the dance orchestra is a manuscript part written as an addition
to the standard instrumentation for the song 'Sorella' for a C melody sax. There is
no date on the part and it could have been written later than the published date of
the printed parts that are marked with the date, 1906.
Interestingly, in 1907 we find a printed military band arrangement of
'Mignon' using 3 saxes (ATA). There is mention of saxes being used in the
marching bands of Louisiana in 1885 - an article in the Donaldsonville 'Chief.' It
mentions the purchase of a few saxes for the town band.
In 1910 we find 3 arrangements (out of 66) that used saxophones; a
manuscript part for 'Chinatown' for alto and tenor sax (finding manuscript parts
might mean that publishers had not yet decided they should begin publishing parts
for saxes in regular arrangements; two others: 'In the Garden of My heart' (using
C melody) and 'Some of these Days' (using alto, tenor and/or C melody sax), are
present and the way saxes are used will be the main direction of the shows on the
use of the sax.
In 1911, we have three arrangements (out of 69) which use saxes:
'Marietta' (tenor), 'Red Rose Rag' (ATA), and, 'Somewhere A Voice is Calling'
(with a manuscript part for C melody sax).
From 1912 through 1915, we find only 8 arrangements using saxes out of 1,238
arrangements - hardly a trend. The sax was still not a standard part in the
published arrangements during these years.
In 1916 we find 15 arrangements using various combinations of saxes:
from single sax to two (Alto & Tenor), one brass band arrangement using sax and
two arrangements for dance band with three saxes. Having three saxes published
did not mean there were three separate parts united as a sax section (like the 3
cornet parts of a brass band) but each could double another printed part, or be a
combination of many parts doubling them at certain sections, or be sort of an
obligato part.
From about 1906 to 1917 the majority of arrangements for dance bands
using saxes are limited to one sax. There are a few arrangements using two but
their use was not as a sectional arrangement but as two individual instruments.
The use and number of saxes can be primarily divided into three periods:
1906- 1917 -

one sax period

1917 - 1922 -

two sax period

1922 - 1929 -

three sax period

1930 --------

four to five sax period
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From 1917 through 1922 we find the percentage of arrangements using
sax up from 9% to 30% in 1920 - we find a trend in the use of two saxes, the alto
and tenor. Of the 1020 arrangements found there are 216 arrangements using
saxes, a large jump in percentage in the use of saxes.
In 1917 we find 25 arrangements using sax. The majority are for two saxes
(A & T). The percentage of saxes found is 9%, an increase from 1916 of almost
300%. In 1917 we find the first appearance of a part for baritone sax in a march
entitled "War March."
In 1918 we find 29 arrangements that use sax. Of the 19 we find the
following distribution is seen:
sax parts - 19
tenor sax - 6
Alto, Tenor or C melody sax - 1
soprano sax - 1
C melody sax - 2
The songs with 2 sax parts are double with the first mention of the soprano
sax in an arrangement called "Sweet child."
In 1919 we find another large increase, the number of arrangements using
sax is up to 73 making it 22% of the yearly number. We see the continued use of
alto and tenor sax (49) which again doubles the previous year. There appear
various combinations of saxes in the remaining 24 arrangements.
In 1920, we see a continued increased percentage in the use of saxes with
30% of the arrangements found using sax. Out of a total of 238 we find 93 using
sax. The combination of saxes (using alto and tenor) is again prevalent,
numbering 73.
In 1921, we find the continued trend of the use of two saxes. We find 136
arrangements using saxes - 61% out of a total of 22. From 1920 the percentage
never drops below 60% and reaches a high of 83% in 1926. Eventually there will
be 100% in the 1930's. Also found in 1921 are 15 alto and tenor combinations
with doubling on C melody sax, putting the total of alto and tenor combos to 143
out of 168. We do not count the double of the tenor part by the c melody as two
parts - only one part transposed for two different keys.
In 1922, with 281 arrangements listed, 141 of them use sax or 64%. Those
arrangements using alto and tenor combination number 83 of those 141. We also
see 19 use 2 altos and tenor or 3 saxes, but we see many doublings using C
melody or tenor sax subbing for 2nd alto and alto subbing for tenor. This shows
another increase in percentage although the total number of stocks present from
1922 is lower than the previous year. We find 4 parts in the arrangement "Lady of
the Evening," and "Yankee Doodle Blues."
There is only a small increase - from 64% to 65 % of stocks using saxes,
which comes to 121 out of 186 in the year 1923. Significantly there is a beginning
of the use of 3 sax parts (32) at alto and tenor parts (24), although we have 33 alto
and tenor parts. With C melody doubling putting the two piece sax parts to 57.

44
This year appears to be the year that the saxes are beginning to be written as a
harmonic section either in three parts or 4 parts.
4 saxes - 5
3 saxes - 32
A,T,C Melody - 33
The only 4 parts are: 'I'm Goin South,' "Indiana Moon,' 'I've Got a Cross
Eyed Papa,' 'Steppin Out,' and 'When you Walked out someone Else Walked
Right In.'
In 1924, we find a large number of stocks using saxes - 111 out of 146 76%. Seventy are A,T,A, 24 are 4 parts and 14 are 2 part (A & T). The use of
three sax parts remains the most consistent combo until 4 sax combos and
gradually to 5 that is the present arrangements in 'stage' bands. We also find very
little use of clarinets. Clarinets in various numbers, are still found , but in very
few arrangements.
In 1925, the number rises to 82% or 100 or 121, and we see less use of a
clarinet. We also see an arrangement using 5 saxes (no Bary. included) "Outside
of You." The majority of stocks are for 3 saxes (AAT) - 85 arrangements.
In 1926 the percentage of stocks using saxes is at 83% or 133 out of 160. There is
continues less use of clarinet. Three part sax parts number 119 with only 14 not
the same (11 written for 2 saxes).
In 1927, we find a drop in percentage of stocks using sax parts - 75% or
93 out of 123. The prevalence of 3 sax parts is seen (85 out of 93) - only 6 are for
2 sax and one with 4 saxes. There is still use of clarinet and flute which will
continue till 1935 (no flute) and no clarinet. The popularity of 3 saxes continue
until 1930's. One stock contains 3 altos - 'Kiss and Make Up.'
In 1928 a slight drop of percentage occurs - 74% from the previous year 87 of 117. One hundred and twenty-eight are in 3 parts, only 1 in 4 parts and 11
with 2 saxes. The trend for 3 part sax parts is now somewhat standard.
In 1928, while the total number of stock goes down to 65 the percentage of these
using saxes are at the highest level - 93% or 61 out of 65, the remaining (except
for one) are 4 part sax arrangements.
Saxophones were introduced into American Brass Bands in the 1880's and
in the early 20th Century in dance bands (1906).
1906 - 1917 - One sax - alto, tenor or C melody
Saxes were introduced into American Brass Bands in the 1880's and in the
early 20th Century (1906) in dance bands. During this era (1906-1916) there were
few arrangements using saxes and manuscripts are found of sax parts added to
published arrangements. We find alto, tenor and C melody saxes written for. The
majority of sax parts are written for only one sax. The sax part usually doubles
other parts, plays the melody in some sections and harmony in others. There are
few individual parts that do not double or support the other instrumental parts. I
believe the arrangements were first written for traditional instrumentation and
then a sax part was added.
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1917 - 1922 - Two saxes - alto and tenor
Evolving around 1917 until 1921/1922 we find the popular use of 2 saxes
in dance arrangements, mostly an alto and tenor sax. While we see appearances of
more than 1 sax in a dance arrangement prior to 1917, during this era we find a
prevalence of 2 part sax parts. There is no sectional work for the saxes, they still
double parts, both harmony and melody. There is evidence of individually written
sax parts, showing that arrangers were thinking of the sax as an individual
instrument, not just an added part for doubling but had not yet thought of using
the sax as a section like the brass.
1922 - 1929 - three saxes
Around 1922, we find the early arrangements of saxes written as a section
and they become an integral part of the ensemble. As a result we have the clarinet
becoming less important as an ensemble
By 1924, we find the sax well-established as an integral part of published
instrument but retaining a place in the ensemble. The clarinet's position will not
be a part time instrument with the arranger requiring the sax players to double on
clarinet. We find sax sectional jazz breaks and we find the use (with sectional
established sax parts) of 3 or more saxes. AA and TAT. jazz arrangements and
this era begins the modern era of arranging for an enlarged dance ensemble.
Arrangement and use of saxes
SORELLA - 1906 - Borel/Clerc
Labeled as a 'Spanish March,' 'Sorella' was popular in Paris as did all
Latin music. This period was referred to as 'The great Parisian craze.' While no
date is given, the written out soprano saxophone part is mostly doubling cello.
With many dance bands not having cello, this sax part is playing a part that might
not have been played. In some phrases the sax part doubles the trombone or
clarinet. Perhaps with the unavailability of cello players the sax gradually took
over cello parts and was to become the backbone of the dance group.
WHEN YOU HEAR JACKSON MOAN UPON HIS SAXOPHONE - 1916 E. Carroll
The arrangers are beginning to experiment on how best to write and use
the saxophone. We see this in 'Jackson.' The tenor sax is used to play some
harmony parts, some pick-up notes and as a fill in and sometimes doubling
trombone parts. In the trio it mostly doubles the cello part.
'Jackson' is labeled a Medley fox-trot and is from Oliver Morosco's play
with music 'So Long Letty.' From the lack of syncopation and other jazz related
elements 'Jackson' is more of a show tune and typical of the 'straight' popular
music of the era prior to the First World War. It is in three section and includes an
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introduction and a D. S. The first section acts like a verse to the chorus of the
second section. The third section contains one figure that uses one beat of
syncopation, although with the tie it sounds more like the following figure is a
anacrusis to the following melody, and seems mis-placed. It sounds like a lengthy
introduction as there is a repeat back to the D. S.
JASMO - 1917 - J. Klohr
In this arrangement the alto saxophone is written exactly as a duplicate of
the first cornet part. On the written cornet part we read: "1st Cornet in Bb (or Bb
saxophone). In the part for saxophone we read: (Solo) Alto Saxophone.
Jasmo is labeled "One-step Oddity." We find in many jazz arrangements
of this period the use of the glissando on the trombone - a sound that is apropos of
jazz band sounds It is played by the trombone in "jazz breaks." The violin and
flute often double the cornet/sax melody with the 2nd cornet the lone supporting
instrument. The harmony is mostly covered by the chord accompaniment in the
piano. A good technique is required to play this piece. It contains syncopation and
a melody that contains grace notes and 16th note passage work. While is was
written for dancing it is also a good piece for concert.
SAXOPHONE BLUES - 1919 - A. Bernard
Although written and published in 1919, this arrangement, like a number
published after 1917 still only use one saxophone in its instrumentation. The sax
part still doubles other instruments (the violin in the first section, the lst cornet in
the chorus). An interesting yet puzzling passage for the sax in bars 15 and 17 as
we find a group of 16 and 32nd notes filling the last two beats of each measure.
No other instrument plays this and it seems a recalcitrant figure out of place.
While called a blues it is not in the traditional 12 bar blues progression. The great
Negro composer William Grant Still is the arranger and it is published by Pace &
W. C. Handy's Music Publishing Company.
1917 to 1922 - TWO SAXES
MY FOX TROT GIRL - 1917 - Biese
A four bar introduction leads to the first section (A) 16 bars long in two 8
bar phrases. Section B is 32 bars long and leads to section C (trio) that modulates
from D major to G major. The Last four bars have the lead in the low parts and
leads to a D. S. al Fine that takes you back to Section B and a Fine ending. The
arrangement contains parts for both an alto and tenor saxophone. One can see that
the arranger is still searching for the best way to use the saxophone. With one sax
the arranger could double parts that needed support or write an obligato part that
would fit into the arrangement but with two his dilemma grows and becomes an
problem of how to write for two saxophones in the band. The sax parts probably
was written last and their parts were a combination of doubles and obligato styles.
This is seen in this arrangement. Both the alto and tenor double cello/trombone
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parts and only sparingly have quasi harmony support parts. We really find no real
section work together This arrangement shows the transition role played by the
early arranger using two saxophones in an arrangement.
MR. JAZZ HIMSELF - 1917 - Irving Berlin
Mr. Jazz Himself is an Irving Berlin composition and is labeled 'Medley
Fox Trot.' The arrangement contains parts for alto & tenor saxophone. The
melody is syncopated and the harmony is simple and typical of the era. The sax
parts double the trombone, and cornet, but seem to have a more individual part
and appear to be written as a group or section. This is the next step in the process
of the saxophones becoming a legitimate section (when the arranger uses three it
almost automatically assures section work).
I'M A JAZZ VAMPIRE - 1920 - A. Swanstrom
This piece is marked a fox trot. The arrangement is a very good example
of a swinging jazz tune at the beginning of the jazz age - approx. 1920. There is a
four bar introduction leading to section A that is 14 bars long. Section B uses an
introduction material with 2 cadences. Section C is 10 bars long with a quarter
note motif. Section D uses material from the introduction and material from
section B for 4 bars with a 4 bar extension. Section E makes use of material from
section C for 6 bars. Section F again uses introduction material - two bars the
same with a 4 bar extension.
The sax parts have shown some independence and play some harmony support
but doubling are still frequent A vocal chorus is included.
1923 TO 1929 - THREE SAXES
BLACK CAT LUCK - 1922 - Spencer Williams
Black Cat Luck, written by Spencer Williams, begins with a 4 bar
introduction and followed by a 2 bar vamp. This is the traditional musical
structure for the beginning of jazz tunes in the 20/s.
The theme presented at A is in 4 bar phrases with only the cadence
different. This leads to middle section of A, that uses bridge-like material of 4
bars length; the 2nd four bars use the dotted motif of the 2nd bar of A. There is
then presented a 4 bar transition to B. The main motif of B is the rhythmic - o o o
o - that leads to a stop time style at section C for 8 bars. This is repeated at D for 7
bars ending with transitional material with a D. S. leading back to B.
Written for one alto and two C melody saxes (playable by tenor saxes of
course) is written with the saxes as a section. This period is really the beginning
of our modern dance band sound.
WALTZ OF LONG AGO - 1923 - Irving Berlin
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No series using popular music would be complete without an Irving Berlin
Waltz. Written in 1923, 'Waltz of Long Ago' uses three sax parts (ATT) with the
2nd tenor labeled 3rd saxophone that is doubled by a soprano sax part. The 3rd
sax parts shifts between the first and second parts at the chorus that illustrates the
sax had not settled into a regular arranging routine in the early 20's. The
saxophone parts fluctuate between section work and diversified doubling, obligato
and tutti passages.
ROSES OF PICARDY - 1923 - H. Wood
A song that was to become a standard song, Roses of Picardy stresses the
use of tonal sonorities and makes use of tonal combinations along with the new
influential jazz' sounds blended in with a more classical approach in one of the
last attempts at continuing the classical approach to popular music. The violin is
well written for with an artistic use of nuances and dynamic levels. Great contrast
in timbre combinations occur in this arrangement. Rhythm is straight dance band
rhythm without the use of syncopation. The total ensemble sound is aesthetically
beautiful but fading and giving way to the new saxophone domination of the
popular dance band. There is the jazz element of using mutes in the brass
instruments in this colorful arrangement by Chas. Grant which include a part for
oboe.
NANCY - 1924 - Black/Moret
Written for three saxophone parts with the flexibility of three altos or an
alto and 2 tenors, it also included parts for 2 clarinets. It uses the three saxes in
harmonic section work. There is a sax trio section at C using the melody
harmonized showing the coming to date of saxes used as a complete section. We
can see the evolution of saxophone arranging for the developing concepts of
dance bands arranging. There still remains the problem of what to do with the
clarinets. They will solve this problem by having the saxes doubling on clarinet.
The tempo is a brisk two to a bar. From 1923 we see the prominence of the saxes
and the decreasing use of the clarinets, flute, and violin. While clarinets will be
used in combination with saxes, the violin and flute would be dropped from the
ever popular jazz dance orchestra, except in the large orchestras of theaters or the
'symphonic orchestrations' of Whiteman and Lopez. This is the last hurrah of the
ragtime-Atlantic City style popular music and we see the emergence of the 'jazz
song' that would now monopolize the pop music scene. In this arrangement we
find arrangers continue to try and use the clarinet as a section but this practice is
to become obsolete except in their use in searching for new combinations of
sound for the 'swing' bands of a later date. We find arrangers using two clarinets,
a practice that was doomed from the start.
JIG WALK - 1926 - Duke Ellington
''Jig' was published in 1926 and written by Duke Ellington. The words, by
"Jo" Trent, seem to be an attempt at homing in on the new dance and jazz craze.
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During this era Negro dances were the fad on Broadway, especially the
Charleston. We find the Charleston rhythm used with syncopation prevalent
throughout the piece.
The Charleston rhythm appears in the introduction of 8 bars and is
followed by a section of 16 bars which appears to be a verse. This is followed by
the chorus containing the lyrics and the Charleston rhythm. It is 32 bars long, in
popular song form, AABA. The verse is then repeated as a piano solo, followed
by a transition of 12 bars that lead back to the chorus and a coda of 5 bars.
The arranger, Arthur Lange, uses 3 saxes, ATA, as a section in 3 part
harmony showing that arrangers are now settled in their use of the family of
saxophones, a family that is now well developed and becoming the backbone of
the larger jazz ensemble.
CAROLINA SHOUT - 1926 - James P. johnson
Carolina Shout, written by the famous pianist/composer James P. Johnson,
uses the saxophones as a section with doubles on clarinet. The violin doubles the
alto/clarinet part and is now redundant and superfluous in the new instrumentation
of the less than 'huge' jazz bands of the Whiteman variety. The sax sound is
becoming the most influential of all the jazz elements during the year of 1926 the zenith of the jazz age is upon us in 1926.
CUSHION FOOT STOMP - 1927 - Clarence Williams
We hear in this composition, the establishment of the 'modern' sound of
dance bands. The saxes are in the lead but the use of solos in both the clarinet and
cornet (which are open to improvising), give us a nostalgia of the past style of
'hot' playing. It is a true blues progression The violin part is just doubling with
cues for other instrumental solos, and is not needed. The trombone part contains
some interesting counterpoint and also includes glissandos. Great example of
what jazz has become in the late 20's while still keeping solos work.
ZULU WAIL - 1927 - Skinner/Bibo
'Zulu' is arranged for three saxes that switch to clarinets during the
arrangement, which is by Frank Skinner. Marked "A wail of a blues," the piece is
not in the traditional blues style. We do find the use of the flatted 3rd. We have a
change to Clarinets at B2 and they play a jazz tutti ride. It is to be played in a "hot
tempo."
HARLEM RHYTHM DANCE - 1933 - Clarence Williams
Seems like a series of jazz riffs thus the name and use of rhythm in the
title. Posses lyrics in jazz slang and is marked "swingy and Written in 16 bar song
form the 2nd repeat 6 is extended 2 bars, followed by a 4 bar transition and
modulates from Eb to Ab, then goes to F. The theme is presented again in the Ab
section. Fast," and is just that. A real crowd pleaser.
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OSTRICH WALK (1917) 1938 - L. Shields/N. LaRocca
Originally recorded in 1917 by the ODJB, this arrangement was published in
1938. Dance orchestras are expanding their instrumentation. This arrangement
contains: four saxes (2 altos, tenor and baritone sax), three trumpets and two
trombones, along with piano, bass guitar and drums. It is a big band arrangement
of an early jazz tune and gives us the 'modern' jazz sound of a contemporary jazz
orchestra.
BABY WON'T YOU PLEASE COME HOME (1919) 1942 - Cl. Williams
Written by Clarence Williams in 1919, 'Baby' became a standard and was
rearranged in 1942 for the contemporary 'Big Band.' We recognize this as a 'legit'
arrangement with the sound we are accustomed to hearing.
MORPO - 1954 - Shorty Rogers
Modern arranger/trumpet player Shorty Rogers uses a smaller ensemble in
an attempt at reaching a big band sound with less players and also in an attempt at
making it 'swing.' Many of the arrangers in the decades following World War II
saw the disappearance of most big bands as a media for popular music. They tried
(with much success) to get a 'different' sound with less people that resulted in a
new contemporary sound that gave musicians the chance to improvise within the
arrangement.
Taking up the "jazz" side of the subject, "Musicians," said he, "are
resenting the tendency of the 'jazz' people to introduce the saxophone. Numerous
performers in the syncopated portamento style of noises are lacking in correct
musical schooling. These players merely take up the saxophone to 'noodle' up and
down its keys for the purpose of uttering horrific grunts, moans and exaggerated
so-called imitative laughter. Of course that is not saxophone playing; it is
downright saxophone abuse, tending to debase it in public thought. The main
intent of many 'jazz' buzzers is to pander to a so-called popular taste. Such
manipulators are apt to have imperfect embouchures, and they will, as a rule,
persist in forcing the tone to a point that throws the instrument out of tune.
"But, in spite of the misrepresentation it has suffered during and since the
World War at the bands of certain cheap commercial opportunists, and despite the
persistent German opposition maintained toward it -likely enough because it is a
French invention - it is my conviction that the day of artistic triumph for the
saxophone is not far distant.
"Richard Strauss separated himself from the Tentonic attitude by
employing a quartet of saxophones in his 'Symphonia Domestica,' the score
demanding them without indicating substitution of other instruments. Strauss'
directions are quoted as being that the orchestra must be enlarged to 108
instruments, among them four saxophones. He calls for the soprano in C, alto in f,
baritone in F and bass in C in the symphony.
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"I should like to say in conclusion that heretofore I have used only two
saxophones in my band - alto and tenor, but I intend next season to install a
quartet, realizing the richer color blending and the more varied shading it will
furnish."

The July, 1923, Metronome, we read an article ("The Make-up of a
Modern Orchestra") by one of the top arrangers, Harry L. Alford:
But the principal lesson we learned, as the jazz artist inspired us to look
for new tone colors and effects that might be adapted to high-class dance music,
was the use of the saxophone. Although this instrument had long been known to
musicians as a "filler' in brass combinations or for an occasional solo, our
principal acquaintance with it was in the bands of vaudeville musical acts. But
when we discovered its capabilities in the hands of a skillful performer, it rapidly
took its place in dance combinations; and, when the usual prejudice against any
innovation is overcome, it will be welcomed into theatre and concert orchestras.
Is it any wonder that an instrument that can play a sustained melody with
the suavity and grace of a solo violin or cello, rapid figuration with the ability of a
flute and yet "carry" well enough to be heard clearly above the brass section (or
blend with it if desired), has become popular? Add to these qualities the fact that
it has a range of two octaves and a half, or practically uniform timbre, without
noticeable breaks; and above all, that the performer can continue playing for long
stretches without tiring, its value in small combinations becomes obvious.
A saxophonist who doubles jazz clarinet for the "Blue" numbers is quite
an asset; but there is an increasing demand for a saxophonist who can play either
oboe, bass clarinet, or bassoon, and who has in addition a complete set of
saxophones, from the infant sopranino down to the baritone. An obbligato
violinist who can double banjo is a jewel of the first water from the arranger's
point of view, for the quiet strains, where two violins are given prominence are
the very strains where the banjo is least needed.
For nearly 300 years, string instruments held undisputed sway and the
most heralded position. The American jazz scene brought forth the saxophone.
The saxophone has brought about a change in the instrumentation of music quite
as thorough as that brought about by the Violin family of instruments 300 years
ago. Orchestras using the saxes as the backbone of the orchestra sprang up
everywhere. The dance orchestras of the day were essentially wind bands. The
brasses-trumpets, trombones and tubas-have been refined by the American
arranger. Muted brass combined with the reeds for added richness and sweetness.
The banjo was added giving the ensemble a sparkling rhythmic content. The
American dance orchestra became a valuable export, sending to Europe American
dance bands.
The popularity of the saxophone continued and soon the theatre orchestras
employed them in their 'pit' orchestras. They appear in the stage show "Little Jessie
Janes" and become the 'biggest thing in the show." In the Dec. 1923, Metronome
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("Instrumentation for Theater Pit & Dance Orchestras") we find a chart of the
instrumentation and size of 'pit' orchestras. It explains the use of "doubling.
"It is amazing to me that the Saxophone, the supreme achievement of the great instrument
maker, Adolphe Sax (the inventor of the bass clarinet and the perfector of the brass
instruments which made many of the most beautiful passages of Wagner possible),
should have to wait until this day and time to come into its own through the popular
music of America.
The jazz orchestra of today differs from the symphony mainly in the fact
that the foundation of the symphony is its strings. All other instruments are added
for tone color. In the jazz orchestra the saxophone has been developed to take the
place of the cello. In fact, it has been developed to such a high degree that it can
be used for the foundation of the entire orchestra, taking the place of second
violin, violas and cellos. The brasses are used for contrast.
The wood winds, such as the clarinet form the basis of the military band.
The jazz band then may be said to come somewhere in between. We have
computed that one barytone saxophone is equal in sonority to a section of nine or
ten cellos; that one alto saxophone equals sixteen first violins or twelve seconds;
that one tenor saxophone equals eight violas. That is why, with twenty-five men
including only eight first violinists and four saxophones, we have been able to get
the volume of an eighty-piece symphony orchestra.....
The saxophone then is in a way king of the jazz orchestra. ...Saxophones
supply the element of humor which American dancers insist upon having and they
are also extremely flexible, so that more or less difficult running passages may e
played with ease. In skilled hands the saxophone is capable of smooth intonation
in solo passages, though, like all reeds, the control of pitch is not easy.
With two or three saxophones for the same player, one may obtain a large
variety of tone effects, shifting a melody into the deep bass with good effect, and
then by picking up a smaller instrument, get a cold blue tone almost as pure as
that of the flute., or one may take the little top sax and push it up to superacute
register to make extremely funny noises. The collective compass of the soprano,
alto, tenor, and barytone saxophones is a little more than four octaves, so there is
sufficient territory for the complete performance of many pieces without the use
of any other instruments.
As the basis for a three-piece orchestra, the saxophone is thoroughly
successful. One combination possible is the saxophone. xylophone and piano.
Offhand one might think there would be too much percussion and too little
melody, but a barytone saxophone is beautifully set off by the sparkle of the
xylophone, and the piano holds together the rhythm......Obviously the jazz band
has tried to develop extreme sounds. The deepest, the most piercing and the
softest effects are produced, but any jazz-orchestra leader will soon learn that he
gets his best effects if he plays softly. It is not necessary to bang to get your effect
or to burst the instrument for volume. On the contrary, a good jazz orchestra is at
its best and most seductive when at its quietest.....So far the jazz orchestra is the
only typically American arrangement of instruments that has ever been made. The
military band has been done in this country very well, but not with original
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instrumentation. Never before has the combination of saxophone, brass, banjo,
piano, drums and little string been tried.

Chart of number and percentage of saxes in Robichaux library.

Top number – total number of stocks with saxes by year
Bottom number – percentage of saxes per year
Example – 1920 – 03 total chars (39% of total charts of that year)
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Arnold Johnson's Orchestra, 1922, Photograph
A very high-class organization, fully equipped with the latest model Conn instruments in
the most beautiful gold jewelled finish ever built, played the past winter at the Casino St.
John, Miami Beach, Fla.

They are now playing in Detroit where, our agent says, "They are setting Detroit crazy."
The finest kind of testimonials have been received from members of this orchestra which
include Leslie Canfield, Bernard Daley, Chris C. Mann, Nat Natali, Victor Geoffrion, and
Albert Cassiday, who play the brass and reed instruments.
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Arnold Johnson's Orchestra, 1922, Photograph
A very high-class organization, fully equipped with the latest model Conn instruments in
the most beautiful gold jewelled finish ever built, played the past winter at the Casino St.
John, Miami Beach, Fla.

They are now playing in Detroit where, our agent says, "They are setting Detroit crazy."
The finest kind of testimonials have been received from members of this orchestra which
include Leslie Canfield, Bernard Daley, Chris C. Mann, Nat Natali, Victor Geoffrion, and
Albert Cassiday, who play the brass and reed instruments.
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Arnold Johnson's Orchestra, 1922, Photograph
A very high-class organization, fully equipped with the latest model Conn instruments in
the most beautiful gold jewelled finish ever built, played the past winter at the Casino St.
John, Miami Beach, Fla.

They are now playing in Detroit where, our agent says, "They are setting Detroit crazy."
The finest kind of testimonials have been received from members of this orchestra which
include Leslie Canfield, Bernard Daley, Chris C. Mann, Nat Natali, Victor Geoffrion, and
Albert Cassiday, who play the brass and reed instruments.
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Billy Markwith and Brown's Saxophone Six, 1922, Photograph
One of the sensations of present-day vaudeville is this remarkable act which undoubtedly
receives the most glowing notices this office has yet noted.

Billy Markwith is a star performer. The Brown Brothers in the Act are each stars oh their
respective instruments. The class of work they present is commented on by the press in
single, double columns, and even whole-page headlines. The Act is completely equipped
with Conn Saxophones and brasses. Each member is a Conn booster and a loyal one.
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Coon Sanders Novelty Orchestra, 1922, Photograph
This very clever combination has been playing at the Muehlebach Hotel for several
seasons and is the pride of Kansas City. The instruments are all Conn and the members
are highly delighted with them.

They purchasd a full set of the Artist special finished instruments and each member has
given his letter of congratulations teeming with highest praise of the Conn product. The
Coon-Sanders Orchestra consists Carleton A. Coon—Drums & Bells, Mr. Sanders—
Piano, C. C. Hendricks—Trumpet, A. Nordberg—Trombone, H. H. McLean Saxophone,
Harold Theill—Saxophone. "It has been my contention that the only reason I could
attribute the splendid blending tone which is the outstanding feature of our orchestra, and
very noticeable in our records, was the fact that our men all are Conn Converts and they
will readily testify to this fact." - CARLETON A. COON,
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Coon Sanders Novelty Orchestra, 1922, Photograph
This very clever combination has been playing at the Muehlebach Hotel for several
seasons and is the pride of Kansas City. The instruments are all Conn and the members
are highly delighted with them.

They purchased a full set of the Artist special finished instruments and each member has
given his letter of congratulations teeming with highest praise of the Conn product. The
Coon-Sanders Orchestra consists Carleton A. Coon—Drums & Bells, Mr. Sanders—
Piano, C. C. Hendricks—Trumpet, A. Nordberg—Trombone, H. H. McLean Saxophone,
Harold Theill—Saxophone. "It has been my contention that the only reason I could
attribute the splendid blending tone which is the outstanding feature of our orchestra, and
very noticeable in our records, was the fact that our men all are Conn Converts and they
will readily testify to this fact." - CARLETON A. COON,
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Frank Westphal and His Rainbo Orchestra, 1922, Photograph
All visitors to the inland metropolis--Chicago--never fail to visit the Rainbo Gardens
where they have the opportunity of hearing one of the snappiest, clean cut, high grade
dance orchestras of America, under the direction of Frank Westphal, a very clever pianist.

This organization is playing for the Columbia Phonograph Co. and making "hits". On
April 14th this orchestra played a radio concert under the auspices of the Conn Ltd. and
its renditions were distinctly heard by thousands of music devotees. Jack Richards the
saxophonist of the orchestra rendered a solo with fine results. A new set of Artist De Lux
gold-finished Conns were recently sent Mr. Westphal.

62

Frisco Six Orchestra, 1922, Photograph
This clever group has been with the Fanchon and Marco Satires in season of 1920 and
then played as entertainers in motion picture houses under the management of E. E.
Johnson. They are at present engaged at the Addison Hotel of Detroit where they are
making themselves prime favorites.

During the season 1921 they visited the Conn Factories and equipped themselves with a
set of gold instruments DeLux which they consider the greatest move toward success
they have ever made. Mr. J. O. Sheehan Is Director of the organization.
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"We are certainly proud to say we are using Conn instruments excusively. The Artist
Finish Instruments are giving us the utmost satisfaction. The Trumpet is wonderful and
has the real tone; the Saxophone is a work of art and perfection itself; the Trombone a
marvel for tone and range— all of the instruments being so easy to play. Best wishes.
Very truly yours, Signed, J. O. SHEEHAN, Saxophone. CHAS. E. MACK, Trumpet. V.
S. SIDES, Trombone.

Gus Edwards Novelty Orchestra, 1922, Photograph
An organization that plays and sings to thousands of people throughout the country in
high class vaudeville and leading hotels. We regret we haven't the names of each member
but can say that they all play Conn Saxophones.

Read Mr. Glenn Burr's letter: "We have seven Conn saxophones. Mr. Robbins, the
banjoist, has purchased a C Melody and Mr. Edwards, the drummer, purchased a bass.
Mr. Shipman, the trumpeter, plays the baritone. The little soprano and C Melody I
purchased for my own use from you about six years ago. We have just completed an
engagement playing the Epply System of Hotels, the best in the middle west. This is our
second engagement here in Louisville. Your instruments are responsible for a great share
of our success. They are the 'best ever'. Cordially yours, - GLENN BURRS.
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Paul Biese Novelty Orchestra, 1922, Photograph
Paul Biese was reared in a small town near Elkhart and we consider him an Elkhart
product as he studied with E. A. Lefebre, the celebrated saxophonist, while the later was
expert at the Conn factories.

Mr. Biese won his reputation as an orchestra leader at the College Inn Chicago, and later
played in most of the leading cafes in that city, later engaged in New York. Mr. Biese is
at present busy in Chicago directing his orchestra which is supplied with Conn Jeweled
Artist Gold Instruments. Investigate will promptly prove this assertion.
"I have long known of the superior quality the Conn Saxophones, but upon receiving the
beautiful Tenor last August, I discovered the you were making a marvelous instrument an
without doubt the best that I have ever player I also found this to be the case with your
other instruments which are being used by my men and which they swear by in each
particular. You deserve great praise." PAUL BIESE

Ted Lewis and His Celebrated Orchestra, 1922, Photograph
Ted Lewis won fame with the Greenwich Follies Co. for the past several seasons and is
now happily located in his fine Broadway Amusement Palace in New York, which place
bears his name and where all New Yorkers and visitors to the metropolis enjoy his music
and entertainment.
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Mr. Lewis is a genuine musical comedian and plays a lot of Saxophone and Clarinet. His
musicians are high-class throughout. They all play Conns.
"The Jeweled Saxophone sent me is a wonder. The boys and myself are enthusiastic
about Con

Tom Brown's Musical Highlanders, 1922, Photograph
This well known organization has been touring the states for a number of years.
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The personell of the company is headed by Miss Marie McNeil the celebrated cornet
soloist who has for so many years played a Conn Cornet and is world famed as a cornet
artist. The Pepper Twins are also a feature of the act and they likewise play Conn
Cornets. The organization is of high class throughout and the Conn instruments in the
brass and Conn Saxophones are used with greatest pleasure to the members.
"Our season is going fine. All Conn instruments but one. You will note that the Two Miss
McNeils are now with the company and they join in sending kindest regards. Your
instruments are giving wonderful satisfaction." Your Boosters, PEPPER TWINS.

