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Vincent was born in Brooklyn, (New York City) on December 30, 1898 and died 
on September 20, 1975. Lopez, when he was young, had ambitions to go into a religious 
life in the church. 

His father was Antonio Lopez, born in Portugal he immigrated to New York City 
and had a success as a piano teacher. He married Baroness Gonsalvo, a native of Lisbon, 
Spain. He, as a dictatorial and religious zealot urged his son to becoming a Roman 
Catholic priest. But first he showed a latent toward a musical career and is said to have 
forced Vincent to practice incessantly. When Vincent was about six he was compelled to 
practice six hours daily and to learn the skills of composition, orchestration and harmony. 
Vincent’s only break came when he had to attend altar-boy duties. By the time Vincent 
was about 11 years old he was playing ragtime music on the piano. But, after badgering 
the local monastery to admit Vincent although he was under the age limit his persistence 
paid off and at age 12 Vincent entered St. Mary’s Monastery in Dunkirk, New York. As 
he was rather young for the seminary he wasn’t expected to fulfill all the tiresome 
activities of the other seminarians he occupied himself playing ragtime piano and almost 
immediately he became the entertainer of the monastery. After three years he saw that he 
wasn’t’’ destined to be a priest. For this his father Antonio never forgave his son. His 
father enrolled Vincent in a business school to learn bookkeeping and other business 
skills. After finishing his education he found employment in a Brooklyn milk company 
for $8 a week. But, unknown to his father, Vincent found a job in the Irish honkytonks 
around the Brooklyn neighborhood paying about $2 a night. Realizing this was his 
direction his live was taking, he quit his job at the milk company and on his 18th birthday 
he took a fulltime job at Claytons, where he played piano and had the patrons participate 
in sing-alongs. He was paid $28 a week and also received 25% of the waiter’s tips. Once 
he had this job he left home and never returned.  While playing in these saloons he got  to 
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be friends with other aspiring young entertainers – Jimmy Durante, W. C. Fields, Mae 
West, Sophie Tucker and Fanny Brice. He was known as the “piano kid,” In the 
meantime he married an Irish girl named Mae Kenney and they had a daughter christened 
Kay. Lopez continued to play in the piano playing saloon jobs gaining valuable 
experience – an activity that his new wife didn’t approve of. 

Vincent had become a very, very excellent pianist. His first professional 
engagement was when he was 17 years old and formed his first band around 1916 and 
appeared at the prestigious Pekin Restaurant in New York City. In 1917 the U. S. became 
involved in the First World War but after taking a physical examination he was 
disqualified. It was diagnosed as gout, a chronic disorder. Vincent had a huge appetite 
and usually consumed enormous meals that mad e his rather stout. He and Mae separated 
but never divorced because of her strong religious convictions. Once having a large 
salary he found himself spending money to pursue a lavish social life which was to haunt 
him throughout his life, going from being well off or penny poor. He continued to meet 
famous people that came into the establishments he played at two of which were George 
Raft and Rudolph Valentino. Things seem to be going well but the politicians came along 
and as 1920 dawned along came prohibition. The dawn of the bootlegger arrived in New 
York and the law passed spelled the end of places such as the Pekin. Looking ahead he 
formed a Dixieland combo and played at Perry’s at Coney Island. A break came when 
playwright Edgar Allen Wolfe assigned the music for a new stage show “Rings of 
Smoke,” to a Lopez group called “The Kings of Harmony.” With the publicity  he 
received from the show he became a very successful band leader in New York and began 
his climb to musical heights probably at the time only equaled by Paul Whiteman. By the 
spring of 1920 his band was enlarged and engaged at the plush Ross Fenton Farms Resort 
at Asbury Park. While at this job he met and became friends with a young Vincent 
Youmans. He also met Raymond Schindler who used him in “Lovebirds.” and this put 
him at the height of his career. His friend’s recommendation secured a long engagement 
at the Hotel Statler’s Pennsylvania Grill with a salary of $850 for the 7 piece band. This 
was in 1921. Gradually, with the help of famed arranger J. B. Lampe he enlarged the 
band and added a full reed and brass section. Lampe developed a style that showcased the 
talented Lopez on piano. The band had impeccable rhythm, with a strict musical 
discipline and was the model for all successful society-hotel orchestras. At this time his 
band went under the name “The Hotel Pennsylvania Orchestra.” 
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It was at this time – Nov. 22, 1921 that the band made the pioneer radio broadcast 
at WJZ in Newark, New Jersey. There was a last- minute cancellation of a scheduled 
program and the Lopez Orchestra accepted the chance with a great enthusiasm. This was 
the beginning of his famous salutation – “Hello Everybody,  Lopez  Speaking.”  The  
band was among the early dance bands to receive national fame through remote radio 
link-ups. The radio station, on the success of the broadcast installed a permanent wire  
into the Pennsylvania Grill for regular broadcasts. Recording contrasts followed with the 
Okeh Recording Company and soon others: Brunswick, Regal, Perfect Bluebird and a 
number of others. 

 
 

 

With this extra income Lopez financed a stage show about the famous race 
between the Natchez and the Robert E. Lee, opening on August 7, 1922. The climax of 
the show was the band’s rendition of the song “The Natchez and the Robert E. Lee,” 
given below. The show was successful and ran for 11 weeks at the Palace and the show 
went on a vaudeville tour for the summer. 
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Lopez’s career was taking off and he was so overwhelmed that he began sending 
out bands advertised as “Lopez Presents.” He had as many as 51 bands playing under his 
name and banner. He was giving Whiteman all he could handle as far as popularity as the 
most popular band. Whiteman’s famous jazz concert “An Experiment in Modern Music,” 
introduced George Gershwin’s “Rhapsody in Blue” at Aeolian Hall to a full house. It was 
a great musical triumph. Lopez countered that success with his own jazz concert at the 
Metropolitan Opera House on November 23, 1924. He featured a 56 piece orchestra and a 
composition by W. C. Handy “The Evolution of the Blues,” as the major work. Lopez’s 
concert was also proclaimed a great musical triumph and thus equaling Whiteman but it 
never received the acclaim that Whiteman received. 

Lopez soon became a national figure. He was a major figure in nightclubs, radio 
(and later TV) in vaudeville, on records and in Broadway shows. During the period of the 

1920s his band appeared in Broadway musicals: “Love Birds,” “Greenwich Village 
Follies of 1924,” and Earl Carroll’s “Vanities of 1928.” His band also appeared in the 
movie “The Big Broadcast of 1932.” In 1941 his band began a long engagement at the 
Taft Hotel in New York City which lasted approx. 25 years. Working with the Lopez 

Band was considered a prime ‘gig’ by local musicians, because the orchestra finished its 
gig by 9 p.m. each night which meant they could play other gigs that started later at night. 

During his career he continued to be extravagant with his life style and experienced ups 
and downs in his financial situation. To counter one such experience he made a tour of 
England playing at the Kit Kat Club on May 11, 1925 which was a rousing success. He 

had  a triumphal  appearance  at  the Capitol  ‘Cinema Theater     and 
reproduced the “Natchez and the Robert E. Lee at the Apollo theater. 

He returned to the states on August 2, 1925 finding because of his being away and 
not able to spend money his income had wiped out his many debts. Around this time the 
violinist Xavier Cugat joined and orchestra and often lead the group on the bandstand. 
Other famous musicians worked for Lopez: Glenn Miller, Red Nichols, Artic Shaw, 
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Jimmy & Tommy Dorsey Rudy Vallee, Buddy Morrow, Charlie Spivak, and the Hutton 
sisters, Betty and Marion. 

Returning from England he began a stay at the Statler Hotel and began working  
on a new project – a nightclub in Manhattan. He took on a partner, Gene Geiger, a 
financial entrepreneur and a wealthy man. A lavish building was build at 247 West 54th 

Street and Broadway. The twin towers provided each of the partners a penthouse. The 
club opened on October 15, 1925 Lopez left the Statler Pennsylvania Grill after playing 
New Year’s Eve in 1926 and devoted his efforts full time to “Casa Lopez.” The club 
failed as it became a financial quagmire having not spared any expense and with a huge 
operating budget. Lopez was forced to declare bankruptcy. Before its first year it was 
completely ruined by a fire. After a new “Casa Lopez” was opened on October 13, 1927 
at 50th and Broadway but this too was a failure. Lopez was again penniless and in debt. 
Joe Ribauld came to the rescue and got the band a gig at the St. Regis Hotel in New  
York, to keep up with the times the orchestra added a saxophone section and 3 violins, 
cello rhythm instrument a single trumpet and, yes, an accordion. The hotel and the public 
loved the new sound and Lopez remained at the St. Regis for 7 years. This band provided 
the standard blueprint for other supper club orchestras during this era. 

By 1928 Lopez included in his library Latin arrangements. It was his orchestra 
that introduced “The Peanut Vendor” in 1930. 

 

Lopez was now playing at the St. Regis and a friend, J. J. Atkinson loaned  Lopez 
$50,000 to buy out his former partner. Lopez then received a 10 year contract at $100,000 
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annually and Lopez was guaranteed a million dollars. AS 1928 came to a close Lopez  
was now (for another time) financially stable. The band continued to play for radio 
broadcasts and Lopez, always looking for new talent hired a vocalist named Pinky 
Perlstein. For some reason Atkinson ordered Lopez to get rid of him. Perlstein was fired 
but eventually became a singing star using the name of Jan Peerce. Having great success 
at the St. Regis, Lopez began to gamble and to study numerology which soon became an 
obsession and led to his acceptance of astrology. He began to consult his horoscope for 
every decision he made in the future. 

The orchestra began doing a radio show on January 27, 1930 for the Pure Oil 
Corporation. It met with great success and the band was heard by every house with a 
radio for 26 weeks. Lopez now was a nationwide famous orchestra leader and this fame 
brought the band a chance to play at the dedication of the Empire State Building on  
March 2, 1932 with the affair being broadcast over WOR. “Lopez Speaking” as part of 
the program played his theme song “Nola.” 

 

 
While a substitute band played at the St. Regis, Lopez opened at the Urban Room 

in Chicago on October 1, 1932 and after a highly successful gig he was back at the St. 
Regis as Prohibition came to an end on December and liquor became legal on May 14, 
1933. Of course, the St. Regis enjoyed, with the sale of liquor, an increase in business 
almost immediately. But the Great Depression hurt the St. Regis and Lopez took the 
orchestra and returned to the Urban Room but with a different result. It was a disaster. 
Perhaps it was the competition from other more modern orchestra – Hal Kemp, Wayne 
King and Kay Kyser. Again Lopez showed some resilience and opened on October 6, 
1933 at the Chez Paree in Chicago. He had a successful month there. 
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On New Year’s Eve in 1934 the band was back at the St. Regis In was during this 
stay that he hired the blind whistler, Fred Lowry to perform with the band. But, the 
economic depression finally put the St. Regis out of business and closed on July 4, 1934. 
Lopez then took the band on a national tour ending up in California, but with 
disappointing results. In September 1934 the band started playing at the elegant Gold 
Room of the Beverly Hill’s Wilshire Hotel. But the sound of Lopez’s band was becoming 
stagnant. The only thing to do was to consult his horoscope. The band played their way 
back to the East coast to play for New Year’s Eve in 1935 at the Club Deauville in 
Miami. This engagement bombed. It seems that his stars and numerical prognostication 
failed and Lopez again found himself penniless. He tried to keep the band together 
playing at the Miami dog race track. They returned to New York hoping for an 
engagement there. The band did play for New Year’s Eve at the Trianon Room at New 
York’s Ambassador Hotel. But the result was again disappointing. The Trianon closed on 
May 2, 1936. This event was apropos of the song the band recorded in 1936 entitled 
“Gloomy Sunday.” 
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The song was banned from radio because it was said to have triggered a number  
of suicides. 

His luck seemed to change when in the autumn of 1936 when he signed a contract 
to play a weekly radio show for the Nash Auto Company and also opened at the Hotel 
Astor Grill Room. For this re reorganized a new band that included Buddy Morrow, 
Charlie Spivak and Glenn Miller as an arranger. This brought on a new ‘swing’ style to 
the band and the Miller arrangements proved very successful The Nash Company decided 
to take the radio show to the West Coast and add the singer Gracie Moore. He was to take 
only two men along and tried to get Miller to go. Miller decided to organize his own band 
and the rest is big band history. Lopez arrived in Los Angeles on April 28, 1937 and 
completed a successful 26 week gig. But the sale of the Nash auto proved disappointing 
and soon the radio show was dropped. 

Lopez returned to New York and got his old band together for a tour of the 
Midwest. After a gig at the Book-Cadillac Hotel in Detroit, Lopez discovered a new 
exciting singing – Betty Hutton and her sister Marion. Marion soon left to take a gig with 
Glenn Miller’s band. With a volatile, aggressive style, Betty Hutton soon became popular 
and after a disagreement with Lopez Hutton left in October, 1938 for a job with Eddy 
Duchin, some saying that it was a love affair between Lopez (43) and Hutton (16). 

While on the West Coast in 1939 Lopez added a hobby (stamp collecting) to his 
interest. He wrote a news column briefly for a San Francisco newspaper that was on his 
prediction of future events and began to dabble in metaphysics. He even wrote new lyrics 
to our national anthem. 

The band began a tour that ended up in New York City and opened at Billy 
Rose’s Aquacade on May 11, 1940 at the New York World’s Fair. He also did a radio 
broadcast on NBC called “Show of the Week” 
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The band opened at the new Hurricane Club on Broadway in 1941but his band 
style was losing popularity to the new mainstream of big bands. He band was not paid 
and once again he was penniless. He was lucky to find a gig for the band at the Hotel Taft 
on June 29, 1941 and his luck changed and the band had a steady gig for 7 years. This gig 
was good for keeping musicians as the band played during the day and his members  
could keep any night gigs they had. But again, after the disaster on December 7, 1914 at 
Pearl Harbor the Taft Grill gig ended. Again his predictions for a column he began 
writing for the American Astrological Magazine brought him ridicule as he predicted that 
the U. S. and Japan would be allies during the Second World War. It was during this time 
that his wife Mae died. This meant that he no longer had to pay alimony. Due to bad 
health Lopez had to curtail his lavish social life but the band was still popular because of 
his past success and Lopez had other businesses to fall back on. One of these was the 
song “Bell Bottom Trousers” which he received substantial royalties. Being very patriotic 
Lopez and his band played for the servicemen and got good publicity and Lopez began 
working in the new medium TV. He hired Johnny Messner to front the band that was 
playing at the Taft Grill. Having Messner to front the band Lopez began taking 
opportunities in pioneer TV work. 

By the late 1940s Lopez’s health declined and a full-time nurse, Betty Long  
Degan taking care of him as a full time nurse. She also took over the management of 
Lopez’s personal life. Soon they were married. With this burden lifted his health 
improved and Lopez was able to make TV appearance over the Dumont TV network and 
even appeared on Ed Sullivan’s TV show. He soon began a 15 minute daily YV show 
playing the piano and having show business guest and the program grew into a national 
Weekly TV show. It was named “A Dinner Date with Vincent Lopez.” The show lasted 
two and a half years. When Messner left the band Lopez disbanded the orchestra and 
devoted his time to a smaller, music agenda. His eyes were still giving Lopez trouble and 
he retired at the end of thee 1960s. 

Betty and Vincent moved to Florida and Lopez eventually was forced to live in a 
private nursing home. He died quickly in a North Miami hospital on September 20, 1975 
at the age of 85. During his lifetime he squandered large sums of money. He left a legacy 
as a founding father of the Big Band Era. 

His early career and his untiring efforts to foster his music and opinions are 
mentioned in the June 1992 issue of the Metronome Magazine in an article entitled: 
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“Continued Success of Vincent Lopez.” - 1922 
 

“Talented young pianist who is blazing a new trail in musical circles and who has 
recently signed a contract, according to which he and his associates will record 
exclusively for the Okeh Phonograph Company. 

When speaking of the foremost musicians of the present day one cannot afford to 
overlook Vincent Lopez, acknowledged to be a dominant factor in the realm of classical 
and popular music. A concert pianist of exceptional merit Mr. Lopez, through tireless 
efforts and unceasing energy has succeeded in attaining the uppermost rung in musical 
efficiency and today is regarded as being second to none in his respective field. 

Considering his age (Mr. Lopez bashfully admits to being 26) the rapid rise of this 
brilliant young artist has been nothing short of phenomenal. Of Spanish extraction (Sic: 
actually he was Portuguese, his father being born in that country.)And imbued with the 
Don Juan spirit of adventure and achievement, Mr. Lopez within the short space of three 
years has achieved country wide fame which is hardly characteristic of his tender years. 

Among the first to recognize his ability was the popular musical comedy star, Pat 
Rooney which resulted in Mr. Lopez and his associates then known as the “Kings of 
Harmony” being featured in Mr. Rooney’s elaborate vaudeville offering “Rings of 
Smoke.” Following eighteen months in vaudeville Mr. Lopez and his orchestra were 
selected to appear in “The Love Birds,” which was written for Mr. Rooney and which 
enjoyed a long run at the Apollo Theatre, New York. Terminating an engagement of 35 
weeks with the above production, Mr. Lopez found his services in great demand, which 
resulted in his accepting an attractive contract to appear at the Ross-Fenton Farm in 
Asbury Park. This fashionable resort catering to the elite of society became the 
rendezvous for music lovers and during an all-summer engagement Mr. Lopez 
established a reputation which will stand as a fitting monument to his ability and 
popularity for many years to come. 

During his engagement at the New Jersey resort Mr. Lopez was tendered on offer 
to appear in the Grill at the Hotel Pennsylvania and after a triumphant engagement of 
eight months during which he became a prime favorite with the hotel patrons, he deserted 
the Grill for the more refreshing atmosphere of the Pennsylvania Roof, which he is now 
entertaining nightly. 

Surrounded by an array of exceptional talent with each member a thorough 
musician, Mr. Lopez has attained the dazzling heights of musical perfection. He claims 
the distinction of being the first to use a piano solo with orchestra foundation for dance 
music to say nothing of his many dance records. His one ambition is to put dance music 
on a par with the legitimate and at the present time he is modernizing classics to dance 
arrangements. He delights in calling his orchestrations conceptions owing to the fact that 
each arrangement is a story in itself. 

Mr. Lopez is noted for his novel arrangement, all of which are from the hand of 
that celebrated master of orchestration, Mr. E. Bodewalte Lampe, whose reputation as an 
arranger is known the world over. In procuring the services of this eminent connoisseur  
of music Mr. Lopez has set a precedent which would be to the advantage of others to 
follow. His orchestra has advanced with such rapid strides that it cannot be considered a 
mere body of musicians, but a practical organization with an executive staff to direct its 
destinies.   With   a   librarian,   technical   director,   assistant   director   and   a publicity 
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representative, Mr. Lopez is blazing a new trail in music circles which promises to 
surpass anything previously done in the history of dance music. 

As a fitting climax to his various achievements Mr. Lopez recently signed a 
contract whereby he and his associates will record exclusively for the Okeh Phonograph 
Company, which should be good news to all those who boast of owning a talking 
machine.” 

With the popularity of Lopez and Whiteman there began to be controversy as to 
the idea of arranging classical music into the jazz/dance band medium. Deems Taylor, 
composer and music critic made some favorable comments on the rendition of popular 
numbers at Aeolian Hall in New York. We read: 

Deems Taylor Article 
“Much has been written, from time to time in condemnation of popular music, 

particularly that type known as “Jazz music.” To be sure, not a little of that turned out by 
the prolific song writers has little or no musical value, but there is no question but that 
some of the better class-those used in certain musical comedies for example-are from 
being devoid of musical qualities. Furthermore-and this is the most important argument 
in favor-there is a decided public demand for such music. Millions of copies of popular 
music and millions of records and rolls featuring popular music-are sold each year, and 
there is no let-up in the demand. 

In view of these facts, the music world has to give some recognition to popular 
music. Concerning this subject it is worthy of note that the tendency of the day is to get 
away from the one hundred per cent “jazz” effect. With the exception of the “blues” 
numbers which are still very popular. The great demand of today is for popular music of 
a better type, played in a more harmonious way than a few years back. 

In this respect it is interesting to note the change that has come over the popular 
orchestra during the past few years in getting away from the “jazz” tendency. Only a few 
years ago noise was the big essential in the dance orchestra. Not so today. The most 
popular combination of the present day, such as Vincent Lopez’s, Paul Whiteman’s, etc. 
is anything but “jazz bands.” The musicians engaged are highly skilled; since the 
excellent wages is paid today by the better class of dance orchestras attract musicians of 
the finest type. This has naturally had its effect on the development of the public’s taste 
in popular music.” 

Lopez was a progressive and cutting edge pioneer of the new big band jazz. His 
organization had tasteful arrangements and diversified instrumentation and one of a small 
select group of innovators who paved the road for the Big Band Era. Coming in the era of 
the great depression his group crafted a musical renaissance in musical performance in 
the greater hotels of the country. The music of Lopez combined with a social gathering 
that offered good food, good music and entertainment and with the well-groomed 
musicians satisfied the standards set by the elegant hotels and for the pleasure of  its 
guests and patrons. Certain bands of this era such as Paul Whiteman, Paul Specht, Roger 
Wolfe Kahn and Vincent Lopez created high musical standards with well rehearsed and 
talented   musicians   and   cemented   permanently   the   laws   of   rhythm, syncopation, 
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progressive arrangements played in a very musical style and using most every item of 
musicals instruments  (included a slide saxophone –more on that later) 

One of the band that possessed these qualities along with a discipline expected of 
his sidemen was the Portuguese American maestro who name became a household name 
in the 1920s when he uttered those magical words to begin his performance – Lopez 
speaking.” 

From its beginnings the music critics did not accept jazz and even the musicians 
union did not like ragtime. There became a controversy over the legitimate character of 
jazz music. It seems to have had a hard time being accepted by legitimate classical 
musicians. With the popularity of Whiteman and Lopez jazz became more accepted, but, 
the elements of early jazz such as free improvising were exchanged for arranged dance 
music that still contained syncopation but little improvising. Even when the sweet bands 
such as Lopez’s were popular such bands that played more hard driving jazz 
arrangements such as Ellington, Dorsey, etc. were gaining popularity. A smaller musical 
ensemble that brought in the bee bop era eventually replaced the arranged jazz. But there 
still was much life in bands such as Lopez and the music that it brought to the public. 
Lopez eventually changed his style somewhat to a more ‘swinging’ style but there was 
still much controversy with early jazz to be discussed. Many people took part in this 
discussion and one such name was the distinguished Italian composer Alfredo Casella. 
His view and the view of the article found in the July 5, Music Courier of 1923 notes 
Casella’s views of American jazz and of the Lopez Orchestra: 

“JAZZ AGAIN – Sitting on the Pennsylvania Roof the other evening to listen to Vincent 
Lopez and his orchestra, Rudolph Wurlitzer and his violin expert, J. C. Freeman, were 
espied across the way, doing the same thing. 

“Wurlitzer instruments?” 
“Of course, all through.” 
Well, if there is a lovelier saxophone tone produced anywhere than by the three 

Lopez artists and their instruments, it is not on this earth. Alfredo Casella, the 
distinguished Italian composer, showed his musical acumen by hitting upon jazz and jazz 
orchestras as the one original American contribution to music and rhapsodizing about 
them in an Italian musical magazine. He surely must have heard the Lopez orchestra, for 
there is none which excels it, either in the music played or in the manner of playing it. It 
is the sublimation of rhythm. Whoever makes the orchestrations has an uncanny 
knowledge of the possibilities of its instrumental combination (two trumpets, trombone, 
tuba, three saxophones, violin, banjo, piano, celesta and drums) which on paper seems 
thin and heterogeneous but is magnificently effective in practice. 

It must be that musical gentlemen who protest against jazz have never really 
heard a first class orchestra of that kind. To do so and refuse to acknowledge that jazz is a 
legitimate branch of music, indigenously American-as nothing else is-and with twice as 
good an excuse for existence as most of the modern vapidities, is simply to proclaim 
oneself a narrow-minded musical reactionary.” 
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Gilbert Seldes, the well-known music and social critic was another champion for 
Jazz and the orchestra of Lopez. In the article he wrote for Dial Magazine in July of 1923 
entitled “Toujours Jazz. ” 

 
Toujours Jazz - 1923 

 
“Many hotels and night clubs in New York have good jazz bands. (Sic: He sites 

Vincent Lopez as one of those bands) The orchestra of Vincent Lopez I take as an 
example of the good, workmanlike, competent, inventive, adequate band. It plays at the 
Hotel Pennsylvania and in vaudeville and although Lopez lacks the ingenuity of Ted 
Lewis in sound, he has a greater sense of the capacities of jazz and instead of doing a jazz 
wedding he takes the entire score of “that infernal nonsense Pinafore,” cuts it to five 
characteristic fragments, and jazzes it-shall I say mercilessly or reverently? Because he 
likes Sullivan and he likes jazz, and the inevitable occurs: Pinafore is good and stands the 
treatment; jazz is good and loses nothing by this odd application. The orchestra has verve 
and, not being dominated by an excessive personality, has humour and character of its 
own.” 

 
Most of the early jazz bands could be classified as novelty bands. They especially 

needed some novelty as they often played on the vaudeville stage. Lopez established 
himself as a vaudeville favorite and we read about his vaudeville experience with his 
band in an article in the December 1923 issue of Metronome Magazine in an article 
entitled “How’s Business with the Dance Orchestra Boys?” 

 
“…One of the primary requisites for orchestras playing in vaudeville, and there 

are over 75 of them, is novelty. The average vaudeville audience is not content with an 
orchestra that merely plays, regardless of their playing ability. It has been found  
necessary to surround the orchestra with expensive cycloramas and sets and to  
incorporate in the act a song story, scenic exploitation, costume bit, singing numbers, 
dances, or other unusual features to put the act across. Some of the acts carry special  
stage managers, electricians and carpenters and cost in the neighborhood of $5,000 to 
produce. Most notable in this type, is Lopez, who, in establishing himself as a vaudeville 
favorite, has been lavish in the expenditures. That the outlay was warranted is evidenced 
by the fact that not only has Lopez been playing in vaudeville in and around New York 
for almost a year of consecutive weeks but has found that the sale of his records has 
increased tremendously. This is not along true of the sales in the metropolitan district but 
also in out-of-town cities as well, the special exploitation made possible by his vaudeville 
headlining making for this result.” 

 
Lopez was interested in the history and origin of jazz and is asked to talk on this 

subject at a luncheon of the Dutch Treat Club. Lopez calls the music that he plays not  
jazz but “modern music” The talk is reprinted in the January 24, 1924 Musical Courier: 

 
“LOPEZ ON JAZZ – (The following is an outline of an address made recently at a 
luncheon of the Dutch Treat Club by Vincent Lopez, leader of the Pennsylvania Hotel 
Orchestra.  Many  of  the  arrangements  Mr.  Lopez  speaks  of  here  were  made  by    J. 
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Bodewalt Lampe, and how these arrangements are made was explained in a long series of 
articles which appeared last winter in the Musical Courier under the title of Practical 
Instrumentation, now issued in book form by G. Schirmer, Inc. We note that Mr. Lopez 
substitutes the term “modern music” for what most of us know as “jazz.” That is 
confusing, for what we ordinarily call “modern music” is the sort written by Schoenberg, 
Stravinsky, Ruggles, Varese, et al, which is not what Mr. Lopez is talking about – The 
Editor.) 

 
J. Bodewalt Lampe ( Ribe Denmark) 

 

 
E. Bodewalt Lampe (Ribe Danmark) was well known as a composer of ragtime. 

His Original composers include: Creolle Belle, Everybody Two Step, Georgia Rag, 
Honolulu Rag, How’s Every Little Thing in Dixie, Hyacinth Rag, Mamaica Jinjer, 
Japanese Sandman, Jazz Band Jamboree, King Chanlicheer March, Georgia Sunset 
Cakewalk, Harmony Blues, The Hero of the Isthmus, Dixie Girl, A Day at the Circus, 
Home Sweet Home the World Over, and many others. 

Under Mr. Lampe’s direction the Remick Department has arranged scores for  
such productions as “The Chocolate Soldier,” “Adele,” “Little Boy Blue,” “The Midnight 
Girl,” “The Passing show of 1918 through 1922, “Make It snappy,” “Jack and Jill,” and 
“Sally, Irene and Mary.” 

Lampe was the originator of the symphonic arrangements of such popular 
numbers as “Carolina in the Morning,” “My Buddy,” “Barney Goggle” and others. 

Born in Robe, Demark, Lampe was born in 1869 and came to the United States in 
1973. Lampe was conservatory trained and worked for Remake’s Publishing Company as 
a composer/arranger/conductor in all areas of popular music. His enduring “Creole Belle” 
was an archetypal cakewalk. He was responsible for many arrangements of popular rags 
and music in the ragtime tradition for orchestra and bands. He ended his musical career as 
musical supervisor for the Trianon Ballroom in Chicago and of director of this own 
orchestra. 

14



 
 

In an early issue of the Metronome there is a small article on Lampe: 
 
Lampe’s Article 

 
“J. Bodewalt Lampe, one of the best known arrangers in the East, has been 

connected with J. H. Remick & Co. for the past 15 years as chief of the arranging 
department of that house. Mr. Lampe first met Mr. Remick during the Pan-American 
Exposition in Buffalo, when the former’s composition, Creole Belle, was one of the 
timely hits. Since that time Mr. Lampe has composed numerous other songs and 
instrumental numbers….” He died in 1929 

Lampe was one of 12 children in a Danish musical family. IN 1873 the family 
moved to St. Paul, Minnesota where his father had been selected to lead the Great 
Western Band. J. B. was a child prodigy violinist. He also played piano, trombone, and 
several other instruments. At the age of 16 he played first violin in the Minneapolis 
symphony. 

Lampe was very widely known during his lifetime. He directed musical programs 
for parks and hotels, directed opera companies and toured with his own band (Lampe’s 
Grand Concert Band) and also played organ for churches. In 1921 Vincent Lopez hired J. 
B. to arrange for his orchestra and to teach him how to arrange music for his band 

His composition Creole Belles when played by Sousa became a favorite with  
band audiences worldwide. Between 1902 and 1905 The Sousa Band under the direction 
of Arthur Pryor or Herbert L. Clarke, recorded Creole Belles at least 5 times. 

 
Continuing with his remarks of ‘jazz’ Lopez remarks: 

 
“What is called “modern music” takes the place in this country of the folk songs 

and folk tunes in which the Old World is so rich. The southern Negroes were the first to 
develop a native music and their compositions, while rudimentary, yet were saturated 
with local themes growing out of the American scene. 

The composer Stephen Foster took these tunes and melodies and set his creative 
genius to work composing the songs that make him a classic in popular music. If Stephen 
foster were writing today he would be hailed as the supreme American master of music, 
for he was the pioneer and the great innovator in this field. The minstrels so long popular 
in this country profited greatly from the folk music of the darkeys, and, as their  
popularity died down, modern music came along to give the public tunes and melodies of 
national appeal. Today we have an American folk music in popular songs, but it must   be 
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admitted that we are standing upon the shoulders of musical giants of the past. Many of 
the most popular tunes come direct from classical compositions. 

Here is where the adapter or arranger comes in. The great composers generally 
wrote along academic and theoretical lines. They insisted upon a strict act and science of 
music. Where in their work there is a wonderful melody the popular composer deletes the 
strictly technical matter and substitutes rhythm, thereby making of the original melody a 
lilting, catchy tune that makes the public hum and whistle and sets the feet to shuffling. 

Take, for instance, the C sharp minor Polonaise by Chopin! It will be observed 
that the melody of the second movement as played by the right hand is identical with the 
melody of I’m Always chasing Rainbows. In the original score the left hand of the 
Chopin score is taken up by running arpeggios which the modern composer has 
eliminated and replaced by a swinging bass which produces a fox-trot rhythm as a 
substitute. The result is a popular melody written from a standard classic. 

The arranger is a most important person in the modern music house. He 
popularizes the classics; he makes orchestrations of each instrument in the orchestra; he 
gives each tune a special individual treatment; he works out programs that enable the 
orchestra to get the best possible musical results. The truly popular directors abound in 
personality, and the greatest achievement of the arranger is to prepare his orchestrations 
so that individuality is brought out in its best and fullest musical manifestation. Above  
all, the public wants its tunes and melodies emphasized and developed, whether from the 
classics or a modern composer. In arranging the great popular tunes for incidental or 
descriptive music we embroider upon the main fabric, set bits of other themes afloat on 
the stream of melody, or quote appropriate themes as we go along. 

Take the treatment of I Love You, for instance? There is the fine original tune and 
quoted, themes are interpolated suggesting courtship, first love, jealousy, a quarrel, 
happiness, the approaching marriage, alone at last and happy married life. Other love 
songs lend bits that accentuate the love atmosphere. 

 

Covered Wagon Days lends itself to a rich arrangement with quoted music 
evoking the Great Plains, the buffalo herds, the fear of the savages, the Indian attack, the 
escape, and the rivers in flood, the desert sands, the mighty storms, the mountains and 
kindred themes. The richer the arrangement the better, and I Love You and Covered 
Wagon Days are saturated with musical atmosphere with the tune always featured and the 
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rhythm never lost sight of. It is thus that modern music attains its complexity, wide 
appeal and popularity. It is American in its treatment with the speed, vivacity, variety and 
topical interest of the national life. It fills the long-felt need of a folk music that is genial 
to the life rhythm in these United States. 

Just as we have borrowed the folk songs of other lands so all the world now 
borrows our folk music and dances, to it delightedly, but until we had this modern music, 
you never heard an America tune abroad. The proof that it is new and native is proven by 
the fact that it pleases European ears so long accustomed to the classical melodies of the 
great masters. We certainly could not interest them in the grand manner, but we are 
sending them living, vital, joyous tunes pulsing with the pulse of life itself. Our modern 
music sets the world to dancing, so much so that London and Paris go dance mad over its 
appeal. Modern music has come to stay.” 

There is controversy as to what the music of Lopez’s Orchestra should be called. 
Some of the writers say that jazz is dead and that a new music is developing and what to 
call it is up to new ideas. Lopez calls it ‘modern’ music but some object to that name. We 
read about this argument or discussion in an article in the February 7, 1924 Musical 
Courier: 

“JAZZ OR” - 1924 
Vincent Lopez, who is doing his bit at the next meeting of the League of 

Composers to clarify the situation, objects to the term “jazz.” Being on the inside, he 
feels more strongly on the subject than most of us. He has been in contact with real jazz 
and he understands what has taken place in the course of its development. He insists that, 
jazz being dead; the name ought to also be dead, or, at least, ought not to be hung on to 
what he calls Modern Music, or Modern Popular Music. 

This is a point for discussion-and we must say at the outset that we agree with Mr. 
Lopez, that the use of the word “jazz” leads to a lot of mis-conception and 
misunderstanding, and that the progress of American music would be more rapid, that it 
would more readily gain universal acceptance and respect, and would take its proper 
place especially with the mass of our people, were the term by which it is to be called not 
suggestive of an unpleasant phase in our history from which we have happily escaped. 

Jazz presents to the mind disorder. It is suggestive of things unpleasant, of 
atavistic learning’s of which we are all properly ashamed, of borrowings from savages, of 
near-orgies that have quite properly been combated by those who have care of the young 
and the morals of youth. The word has evil associations, and the Musical Courier will not 
attempt to deny that fact although it has from the start striven to encourage the 
development of this new color in music, and to make people understand that the music 
was never to blame for whatever may have been its associations. 

And, unfortunately, these associations remain in memory. The disorder of jazz is  
a thing of the past. This modern American music has become a scientific thing,  
developed by highly skilled musicians. The antics of uncultured Negroes and their no less 
uncultured white imitators; the endless, senseless improvisations; the “ad lib” playing- 
these things have given place to a contrapuntal, colorful music, often humorous, indeed, 
but never vulgar, never suggestive of improprieties, and always interesting. 
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Is it jazz? Mr. Lopez says it is not, that it is no more akin to jazz than the dignified 
airs of Handel-like Lascia ch’io Pianga in Rinaldo-are akin to the lewd oriental dances 
that came to Europe from the East in the sixteenth century and were known as Sarabande. 
Perhaps he is right, and certainly he is correct in saying that the use of the word jazz does 
harm. It does do harm. It will take a long time to bring about forgetfulness of the original 
meaning of the word and its associations, and it would be far better to find a new word to 
take its place. 

But the term Mr. Lopez suggests-“modern music”-does not fill the bill-nor does 
“modern popular music.” For we must have something that defines the kind of modern 
popular music-“modern American popular music.” But it must also express the idea of 
color which belongs to jazz-“modern American popular color music.” 

No! It won’t do. It is neither short enough nor expressive enough. We must either 
hold to jazz or find a new word for it-and that is a problem that will be difficult of 
solution, for words are not made but grow out of some unconscious demand just as jazz 
has done. 

Would it not better, Mr. Lopez, to keep jazz until it dies a natural death, as 
Sarabande has died a natural death, and to put all our energy into education of the public 
to receive and accept its new meaning? That education should not be difficult. With such 
players and arrangers as are now making and playing jazz scores and jazz  talking 
machine records, it is surely only a matter of a limited time before this 
beautiful…..conscious demand just as jazz has done. 

Would it not better, Mr. Lopez, to keep jazz until it dies a natural death, as 
Sarabande has died a natural death, and to put all our energy into education of the public 
to receive and accept its new meaning? That education should not be difficult. With such 
players and arrangers as are now making and playing jazz scores and jazz  talking 
machine records, it is surely only a matter of a limited time before this 
beautiful…..conscious demand just as jazz has done. 

In other words, let us not waster energy on a quibble about terms, but center our 
forces on the education of the public to understand what a splendid thing is being offered 
it-not something for which we must have contempt, as some people had for the early jazz, 
unable to perceive its possibilities, but something for which everyone must hold the 
highest esteem for its vivid color and its not less vivid Americanism.” 

 
In the same issue of the Musical Courier we find another article on the same 

subject as above and Lopez is scheduled to give a concert with his band and deliver a talk 
to the League of composers: 

 
“JAZZ OR “MODERN POPULAR MUSIC” TO BE HEARD AND DISCUSSED 
AT COMPOSERS’ LEAGUE LECTURE 

The claim of what is commonly and perhaps confusingly known as “jazz” to the 
more ambitious title of “modern popular music” will be discussed at the League of 
Composers’ lecture-recital in the Anderson Galleries, Sunday afternoon, and February 
10. Vincent Lopez will lead his orchestra, deliver a talk, and also appear as a pianist on a 
program that includes as speakers Prof. Edward Burlingame Hill, of Harvard University, 
and Gilbert Seldes, critic and former editor of the Dial. 
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Prof. Hill, who is a composer and also head of Harvard’s music department, and, 
incidentally, is the grandson of the president of that august seat of learning, has entitled 
his speech Some Considerations on Jazz. Among other works he has to his credit a Jazz 
Scherzo, for piano and orchestra and a fox trot for two pianos. He is also an authority on 
modern music in other than its popular phases, being considered one of the most  
informed and illuminating critics of the young French and Russian schools. 

Mr. Lopez, who does not believe in the term “jazz,” will center his talk on what  
he prefers to call “modern music.” He also entertains musical-color theories, probably the 
result of an early interest and education in painting and music, when as a child, he was 
sent to the Passionist Fathers with the idea of training for the priesthood. It is his idea 
today that modern dance music can take its place besides what is generally accepted on 
concert programs, without detriment to either. 

To illustrate his talk, Mr. Lopez will lead his orchestra in the following program: 
Carmen (Vincent Lopez arrangement),    I Love You, Nola, Covered Wagon Days, H. M. 
S. Pinafore (Vincent Lopez arrangement), My Sweetie Went Away, and Mamma Loves 
Papa. 

Mr. Seldes will offer his views under the modest designation of The Innocent 
Bystander, he is one of the best qualified bystanders to deliver opinions on this subject, 
having listened to and written about popular music for the last ten years, ever since he 
began his journalistic activities as music critic of a Philadelphia paper. He is the author of 
three or four chapters on jazz and musical comedy in his new book, The Seven Lively 
Arts….” 

 
In an article that reviews the famous Whiteman Aeolian concert Lopez also 

launches his own experiment in modern music at a concert scheduled for April 27th, 1924 
at the Metropolitan Opera House. In the March 1924 issue of Sheet Music News – in an 
article entitled “The Whiteman concert” we read” 

 
Whiteman Article 

 
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.” 

 
In the same issue of the magazine we read more about the upcoming concert: 

 
“LOPEZ IN JAZZ CONCERT” 

The historic confines of the Metropolitan Opera House, New York, will resound, 
for the first time, to the unhallowed strains of jazz music on April 27 when Vincent 
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Lopez and his Hotel Pennsylvania orchestra will give a jazz recital. In order to 
demonstrate the scope of the modern jazz instrument, Mr. Lopez will increase the 
personnel of his orchestra to 50 and will feature 20 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 the more modern compositions.” 

 
We find more comments about this recital in the May 1924 issue of The Musical 

Observer in an article entitled “Vincent Lopez Comments on his Unique Experiment: 
 
VINCENT LOPEZ COMMENTS ON HIS UNIQUE EXPERIMENT - 1924 

One of the most versatile, gifted and successful exponents of modern dance music 
is Vincent Lopez, director of a chain of orchestras. America rewards lavishly those who 
manage to indulge successfully her pet hobbies. Jazz is certainly one of America’s very 
own hobbies. Some of the rewards has heaped on Vincent Lopez-still at an age where 
most young men are just beginning to reach a tentative foot toward the ladder of success 
are: a ten week’s engagement at the Hippodrome, the largest vaudeville house in the 
world; last year, twenty-six weeks at the Palace Theatre, New York, a record which 
speaks for itself; the leadership of the very popular Pennsylvania Hotel dance orchestra. 
And an interesting feature of the Lopez dance band at this Statler Hotel lies in the fact  
that there are six other Lopez bands at six other Statler hotels, and at exactly the same 
moment (allowing for variations of time) they are all playing exactly the same things, all 
programs being arranged from Mr. Lopez’s headquarters in New York, and sent on to the 
branch organizations. In New York, as elsewhere, the presence of a Lopez band insures 
the success of any private or public dance, especially if the gifted young leader looks in 
person to direct or execute some of his brilliant feats at the piano. 

But it is not only the genius Lopez has for directing-for showmanship of which he 
is a past master, appealing at all times, not only to the ear and the sense of rhythm, but 
simultaneously to the eye, the imagination, the sense of humor; for seizing the wave of 
popular fancy, harnessing it to his own peculiar talent and riding it to such success as 
only-America can heap on her favored sons-but Lopez has in addition to all these, a 
genius for hard work. His daily program would make any ordinary wage slave lush for 
idleness. Up every morning at eight-two hours of rehearsal and two hours of attention to 
the details of a large and many-armed business, occupy the time before lunch. In addition 
to a matinee, the afternoon holds work on advance programs, interviews, recording for 
the phonograph and the radio, and the evening holds dinner music at the Pennsylvania 
Hotel, an evening performance at the Hippodrome, dance music at the Pennsylvania and 
perhaps one, two or three other dances where the presence of the director in person has 
been demanded. That means a working day lasting from eight to two A. M., without 
intermission every day in the week. Success isn’t all luck and it isn’t all talent. It is at  
least 50 per cent hard work. 

Lopez can always be depended on to have something new and startling up his 
sleeve. Last year his organization gave the first free concert of its kind for the Evening 
Mail Series at Morris High School. This year he plans a novel entertainment at Aeolian 
Hall or the Metropolitan Opera House. 
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Mr. Lopez’s idea is to present to the public concretely the difference between a 
symphony orchestra and a modern dance orchestra. His plan includes a sort of friendly 
challenge. He will secure for the evening, twenty-five members of one of the best known 
of the symphony orchestras and take twenty-five of his own men-And what the former 
play with the instruments at their disposal, he will play with the instruments at his. For 
Mr. Lopez has a two-fold ambition; to bring dance music into the field of high art, to  
have the dance orchestra recognized as a genuine phase of American musical expression, 
and to play the established classics with the modern dance combination of instruments. 

“Rhythm,” says Mr. Lopez, “is the pulse of the American people. We have no 
desire to compete with the symphony orchestra in its own field. Certainly, no wild 
ambition to supplant it. But we want to show what we can do. In some respects our 
combination has the advantage of the old established orchestral group. It is more brilliant, 
more true an expression of the American spirit. We desire to be recognized for what we 
are, and for what we can do; to prove that high class music, orchestrated for the modern 
type of orchestra, is not only possible but will have a strong appeal for the American 
people. Some of our instruments are not recognized by the symphony composers and 
directors. The saxophone and the banjo are considered outlaw instruments. I would like  
to show that they have their place-their value-in the playing of real American music.” 

The program at this proposed concert will include, according to Mr. Lopez, 
something from Wagner, some popular classic like the Overture from William Tell, 
India’s Love Lyrics and excerpts from various operas. There will also be some modern 
popular music. The event should prove highly entertaining as well as unusual. 

Mr. Lopez intends, in his selection of classical numbers, to be orchestrated for his 
modern combination, to employ those principles of selective showmanship which have 
contributed so largely to his success. 

“There is showmanship in everything. Not only what you do, but how you do it 
determines the degree of your success.” At the Hippodrome, Mr. Lopez’s act includes 
sixteen girls. He is always at work adapting his orchestra to all sorts of new demands and 
conditions, trying to prove the versatility of the modern orchestra, its adaptability. The 
program consists of eight numbers, all of which are changed every week, Mr. Lopez 
being a glutton for work. The eight are as varied as possible, including, as a rule, one of 
Mr. Lopez’s inimitable piano solos; at least one humorous number; a spectacular number 
with interesting scenic effects; perhaps a jazz with laughs; an excerpt from one of the 
popular operas; a blues number with a cornet solo by B. A. Rolfe, one of the world’s 
foremost cornetists; the chorus of girls and, the week Mr. Lopez was interviewed. No No 
Nora brought on by Messrs. Gallagher and Shean.” 

 
The evolving of jazz as a prominent and popular music in America soon is 

adopted by jazz fans in Europe. This is seen as a threat to the European music scene and 
there is a movement to ban American jazz and jazz bands in England, France and other 
countries of the world. In the June 19th 1924 issue of “Musical Leader” magazine we read 
that jazz is banned in France. As usual, Lopez is quoted as to his opinion about the 
situation. He also gives (as a legitimate historian of jazz) his version of jazz’s history: 

 
“JAZZ MUSIC BANNED IN FRANCE” – Insult to American Folk Music, Composers 
and Musicians, says Lopez.- 1924 
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Wherever jazz music is popular and that is everywhere in the United States, 
musicians, composers, music publishers, record makers, radio broadcasters, singers of 
syncopated songs, and dancers of jazz dances, are discussing the report that France has 
placed a ban on jazz and are forcing American artists to leave the country or abandon 
super-syncopation. 

The B. F. Keith Vaudeville Exchange imports and exports artists to all parts of the 
world and has the most cordial relations with the music halls of France. The news that 
France is placing an embargo on jazz came as a great surprise. Vincent Lopez, who has 
made stirring arrangements of stimulating numbers for both national conventions, regards 
the action of the French Government as an insult to American art. Discussing the ban 
from the standpoint of vaudeville Mr. Lopez said: 

“If this is official action by the French government, it is a slap at America. It 
seems hardly possible that certain American musicians have been asked to leave because 
of objectionable conduct. 

“The popularity of ‘jazz’ music abroad is great, and it is winning appreciation, not 
as freak stuff, but as true American music. It certainly can’t be stopped by attacking 
individual musicians.” 

Mr. Lopez asserted that the recent development of ‘jazz’ entitled it to be 
considered a serious form of art. 

“I have been for a long time making a study both of the word ‘jazz’ and of the 
kind of music which it represents,” he said. 

“The origin of the colloquial word ‘jazz’ is shrouded in mystery. The story of its 
beginning that is most frequently told and most generally believed among musicians has 
to do with a corruption of the name ‘Charles.’ In Vicksburg, Miss., during the period 
when rag-time was at the height of its popularity and ‘blues’ were gaining favor, there 
was a colored drummer of rather unique ability named ‘Chas. Washington.’ As in 
common in certain parts of the South he was called ‘Chaz.” “Chaz” could not read music, 
but he had a gift for ‘faking,’ and a marvelous sense of syncopated rhythm. It was a 
practice to repeat the trio or chorus of popular numbers, and because of the catchiness of 
‘Chaz’s’ drumming he was called on to do his best on the repeats. At the end of the first 
chorus the leader would say: “Now, Chaz.” 

“From this small beginning it soon became a wide-spread habit to distinguish any 
form of exaggerated syncopation as ‘Chaz.’ It was immensely popular from the start, for  
it had appeal to the physical emotions unobtainable from any other sort of music. ‘Chaz’ 
himself had learned the effectiveness of this manner of drumming through following the 
lead of country fiddlers in their spirited playing of ‘Natchez Under the Hill,’ ‘Arkansas 
Traveler,’ ‘Cotton-Eye’d Joe’ and similar tunes so dear to the hearts of quadrille dancers. 

“In my endeavors to place a finger on the exact spot in music that we can ‘jazz.’ I 
have found a process of elimination very convenient. There are many movements in the 
greatest symphonies that are syncopated, yet by no stretch of the imagination can we call 
them ‘jazz’; the weird music of the North American Indians, based on sing-song vocal 
melodies with tom-tom accompaniment, is bizarre enough, but it is not ‘jazz’; the  
Oriental whine of the musette as used for the dances of the whirling Dervishes cannot be 
called ‘jazz’; the languid airs of Hawaiian origin are not in that category; a Strauss waltz, 
a Sousa march, the gayest tune of a Gilbert and Sullivan light opera, an Argentine tango, 
a minuet, polka, quadrille, bolero, none of these are ‘jazz’; and yet any or all of them  can 
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be made into ‘jazz’ by the simple expedient of accentuating that beat which the natural 
laws of rhythm require to be unaccented. 

“The whole universe is founded on order and rhythm, on regularity and steady 
tempo. The music of the spheres rushing through space is undoubtedly in strict time, the 
seasons change on schedule, all astronomical calculations are possible because of the 
methodical regularity of recurrent events. It is entirely contrary to natural laws to 
syncopate and only man does it. The music student has difficulty in acquiring this faculty 
for he feels that it is inherently wrong. No wild animal gives a long-drawn cry but that it  
is in time. When a baby does not cry rhythmically a doctor or a mother immediately 
realizes that something is seriously the matter with the child. When the wrong beat is 
accented there is an actual physical effect on the hearer, for a law is being broken. 

“At the very beginning ‘jazz’ meant ‘without music’ or ‘contrary to music,’ but a 
great change has taken place in it. The ‘jazz’ of war times has very definitely departed, 
although leaving its indelible mark on music as a whole. It fitted a hysterical period when 
the times were out of joint and a frenzied world sought surcease from mental agony in a 
mad outbreak of physical gymnastics. There was a time not long ago when anything odd 
and fantastical in music was labeled ‘jazz.’ The musicians became affected with the 
glamour of syncopation. The different instrumentalists began to imitate the antics of the 
drummer. It became a clamor, uproar. The clarinet whined and whistled; the trombone 
guffawed grotesquely; the trumpets buzzed and fluttered; the pianist gyrated. 

“It developed into a contest to attract individual attention. The violinist caught the 
germ and debased his instrument through the most flagrant musical indecencies. We had 
for orchestra a bunch of acrobatic maniacs to whom music was entirely secondary and 
mummery was the word. The cowbell reigned supreme. And that was ‘jazz’. 

“It is certainly a misdemeanor to call my orchestra, or any other good dance 
organization, a ‘jazz band,’ if taken in the sense of what a ‘jazz band’ used to be. Present 
day dance music is as different from ‘jazz’ as day from night; yet the word remains with 
us and we do stress syncopation, but we do it musically. It is now combined with the 
finest arrangements money can buy, the richest chords and modulations that gifted 
musical minds can conceive and the total elimination of all instruments and effects not of 
proven musical worth. 

“Rag-time music was the direct fore-runner of ‘jazz.’ It was so nicely adapted to a 
simplified form of dancing; that it had an almost universal appeal. It was merely 
syncopation without any particular emphasis. As the emphasis was added it became 
‘jazz.’ It is, therefore, sufficiently explicit, as far as the music is concerned, to define 
‘jazz’ as emphasized syncopation; but there is another phase of it that includes the 
dancing in combination with emphasized syncopation. 

“Because there seems to be something animal-like in the emotional effects of 
‘jazz,’ we have turned to animal movements to get a name for it. We have had the ‘turkey 
trot,’ the ‘elephant glide,’ the ‘camel walk,’ and countless other designations, but at last 
and apparently accepted permanently the ‘fox trot.’ Perfection of lithesome, graceful 
bodily action in faultless rhythm can hardly be better pictured than by the harmonious 
movement of a fox as he trots. There is an almost imperceptible hesitation as each foot is 
placed, a perfect timing that is exact balance and the very acme of equilibrium. The name 
fits both the dance and the music.” 
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This same article appears in the magazine Metronome in the July 1924 issue. 
Lopez uses most of the article to explain what ‘jazz’ is and about a name for his type of 
dance music. He repeats the story of the Negro drummer named ‘Chaz’ and explains  
some of the styles of jazz and how it was different from his type of music. 

In our next article “Fast and Furious Fun” from the August 1924 issue of the  
Etude we read about the fun of jazz music and Lopez remarks about the rhythm of jazz: 

 
“FAST AND FURIOUS FUN” - 1924 

How much wiser the jazz makers! They, too, sometimes make ugly music, but 
they do it with comic attentions, which make all the difference in the world. In the last 
analysis, the quintessence of jazz is fun, or humor, ranging from horseplay to the 
exuberant outbursts of animal spirits in great men. 

Schubert used to amuse his friends by putting tissue paper over a comb and 
singing his Erlking through it. That picture of the greatest of all song writers thus singing 
his biggest song with muted sounds and comically exaggerated expression gives a better 
idea of “American” jazz than anything I know of. But Schubert was not an American. Let 
us be modest. Now listen. If the greatest of all song writers was willing to ‘jazz’ his 
greatest song, why should we raise our hands in horror at the ‘jazzing’ of other classics  
by cabaret bands? 

This sort of thing may even have an educational value. Theodore Thomas used to 
say that all that the people needed to like good melodies was to hear them often. 
Thousands of cabaret goers hear good melodies ever and ever again, often less distorted, 
and many doubtless thus learn to like them afterwards in their virgin beauty. Americans 
learning classical music through the jazz versions played by the dance orchestras, says 
Vincent Lopez, the leader. “There is something in the rhythm of jazz,” he claims, “which 
makes you remember it without effort. Only musically educated persons can hum a 
representative number of famous compositions. And yet every one hums the jazz tunes 
almost unconsciously.” 

On the same subject we find a column written by Robert W. Dana on August 24, 
1924 in his column “Tips on Tables’: 

 
“One of the most successful figures in the hotel and café phase of show business 

over a period of years is Vincent Lopez, musician, band leader, showman, scholar and 
author. 

On June 27 Vincent and his orchestra, starting their 14th year of playing for lunch 
and dinner – dancing in the Grill Room of the Taft, Seventh Ave. and 50th St. 

I dropped by the grill Wednesday afternoon to say hello to the piano maestro and 
find out about a possible state of boredom. He was alive, articulate and elated over the 
success of his first presentation of “Fashions With Music.” And he could not wait to 
finish telling about his new caper before he spread out his whole deck of previous 
innovations: “Shake the Maracas,” “Meet the People Interviews” and Monday afternoon 
concerts. 

Style Show With Music – “Fashions With Music” will be featured once a month, 
showing dresses of leading designers and tied in with the band’s music. A panel of 
feminine judges is selected from the audience to choose three outstanding dresses from 
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about eight. These, made to fit, are awarded to three winners of numbers in a balloon 
dance directly following the modeling. 

As Mr. Lopez says: “In Tin Pan Alley, when a composer gets an idea for a song, 
he almost thinks of a girl he connects the song with – “Sweet Sue,” “Cecelia,” “Rose 
Marie,” With me, it’s the other way around. A pretty girl makes me think of a song, like 
the first pretty girl in the fashion makes me think of the burr and a touch of heather in 
“Roamin’ in the Gloamin.” 

Another Frolic – Not long ago Vincent decided to hold concerts Mondays from 2 
p.m. in the grill. No dancing, no vocals, but music to represent the tastes of the entire 
country, hillbilly to classical, old-time and modern. An innovation that is delighting the 
lunch crowd on this day, and no tax, either. 

On Wednesday and Saturdays the customers howl as they join in the game of 
“Shake the Maracas.” The contest starts with a brief interview or chat with the band 
leader. The contestant then sings or dances his or her specialty and concludes by shaking 
the maracas to the rumba tempo of the band. 

Vincent Lopez has long been a student of numerology and has authored two 
interesting books. “What’s Ahead” and “Musical Horoscope.” His next volume, “My Key 
to Life or What I Learned in a Monastery,” is scheduled for publication in December. He 
uses this special knowledge of numerology for a feature he calls Forecasting Time.” 
Customers fill out cards with the month and date of birth, and Mr. Lopez sometimes 
answers as many as 50 of them in 10 minutes. For what he calls “themoriztion,” he takes 
the letters of a name related to numerals and puts them together to find the musical 
melody that best reacts to the name. 

Radio Interviews – during the week Vincent has 11 radio wires and during these 
broadcasts interviews customers at ringside. At least 45 percent of the customers come 
from the metropolitan area. The strongest out-of-town play is from the south, particularly 
the Carolinas.” 

 
Lopez is a champion of ‘jazzing’ up the classics. In the Sept 1, 1924 issue of 

Musical Times in an article entitled “Ed Libitum.” 
 
Ed Libitum -1924 

 
“America is learning classical music through the jazz versions  played  by the 

dance orchestras. There is something in the rhythm of jazz which makes you remember it 
without effort. Only musically educated persons can hum a representative number of 
famous compositions. And yet every one hums the jazz tunes almost unconsciously.” (A 
repeat of what he remarked in the previous article above.) 

Lopez again gives his opinion on the origin of the word jazz in this article but is a 
repeat of what he said in a previous article we have sited. 

We read in the December 12, 1924 issue of Music News of remarks upon 
attending a concert by Lopez’s orchestra as we read that not all musical critics liked 
jazzing up the classics: 

 
“Jazz everybody says, has a future and the symphony orchestra could get along 

without us for just one Sunday afternoon. So we went to hear Mr. Lopez. 
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And now we are ready to give up our life of shame, if the symphony orchestras 
will just take us back and ask no questions. We discovered yesterday afternoon that we 
are a hopeless highbrow, and that too much popular music is harder to bear than a Mahler 
symphony. 

This is no reflection on Mr. Lopez’s orchestra, which is a large one, even larger 
than Mr. Whiteman’s and a revealing much the same brilliant and diverting technic. But 
Mr. Lopez’s program was too much for us. That, too, was perhaps not his fault, for it was 
much the same sort of program that Mr. Whiteman offers. Probably we had it in us to 
endure just one more half of a jazz program, and it was Mr. Lopez’s misfortune to be 
present when Reason tottered. 

It is the maddening monotony of form and rhythm that makes jazz eventually  
such a cruel bore to the concert-wise auditor. The much discussed subtlety and variety of 
jazz rhythm is no such thing. It is variety of metre, of note patterns. The rhythm is always 
the same. 

Mr. Lopez played twenty numbers yesterday afternoon, and with the exception of 
a waltz song by Irving Berlin, every blessed one of them was in two-four or four-four or 
alla breve (which to the ear is the same) time. Even in the transcriptions of music that was 
originally composed in other rhythms, the relentless rubber stamp of the jazz arranger had 
changed time signatures into two-four. 

The lovely, languorous six-eight “Tale of the Young Prince, “ from 
“Scheherazade,” the three-four trombone fanfares from the same work. Sir Joseph 
Porter’s song and “Little Buttercup,” from “Pinafore” – all, all had passed through the 
stereotyping machine to emerge as standard, jazz-finished one-steps, as tinny and 
characterless and indistinguishable as a school of Fords. 

There is a future for jazz, undoubtedly. There is a decided spark of vitality in this 
combination of bizarre instrumental technic, unusual instrumental combinations, and 
tricky metrical patterns; but it will have to be torn from the arms of its progenitors and 
brought up in a good home before it will amount to much, before an afternoon of jazz is 
an endurable as an afternoon of even minor symphonies. (The article next quotes from an 
article in the New York Post) “Certainly not one note played by Mr. Lopez’s orchestra 
yesterday can be recorded toward the advancement of the so-called modern American 
music. Nor do we believe that anything permanent can come of the organization he has 
put together for the purposes of concertizing this type of music. Principally his was an 
exhibition of scoring in present day approved fashion the works of musicians of other – 
and better – days. This, according to the Lopez recipe, is, for instance, to take the “Young 
Prince and Young Princess” movement from “Scheherazade,” play it in two-four tempo 
and palm it off as ‘symphonic jazz,’ as his music is described. Any concert orchestra can 
do as well, perhaps better, with proper instrumentation, so what is proved? It all became 
tiresome and there were many with no trains to catch who left early. 

“Mr. Lopez’s orchestra consisted of his original dance combination, augmented in 
the string, brass and reed choirs, with a French horn or two tossed in. Most of his 
program has been heard in vaudeville from time to time and included such chestnuts as 
‘Nola,’ ‘Wildflower,’ ‘Pinafore’ and his Russian arrangement, parts of which were 
formerly known as ‘Where the Volga Flows,’ “Russian Rose,’ ad infinitum. There was no 
‘Rhapsody in Blue,’ but Joseph Nussbaum contributed an arrangement similar in 
development called ‘The Evolution of the Blues,’ the best part of this was W. C. Handy. 
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“Naturally Lopez scored heaviest playing popular numbers in straight dance time, 
at which he ranks right at the top. But he could have done this much better on a dance 
floor with his original Hotel Pennsylvania musicians, whose work yesterday stuck out  
like their gray trousers in the field of blacks. 

“There was but one marked advancement in jazz bands that was noticeable. They 
are now painting the derby hats white.” 

 
After the concerts of Lopez and Whiteman there continued to be controversy 

about jazz music. Some accepted it and others did not. This argument between jazz and 
classical music continued until well into the decades of the 20th century. I remember a 
‘jazzed’ up rendition of “Night on Bald Mountain” by Bob James that I really liked.  
There were others such as the ones by Hubert Laws that also remained favorites of mine. 
Even in the rock field we had versions of symphonic themes with a rock rhythm 
background. But in 1924 a real debate continued even into the swing era of big bands. 
Another article appears in the January 3, 1925 issue of the Independent: 

 
“JAZZ BREAKS INTO SOCIETY BY Francis D. Perkins. - 1925 

Messrs. Paul Whiteman and Vincent Lopez, leading virtuosi among conductors of 
the type of music known as ‘jazz, have both given New York concerts – Mr. Whiteman in 
Carnegie and Aeolian Halls and Mr. Lopez at the Metropolitan Opera House. So far,  
there have been no shrill cries of alarm over this invasion of the concert hall by the 
saxophones, and the music reviewers have taken these concerts quite as a matter  of 
course. The general tenor of their remarks has been that the orchestra of this type has 
excellent material, but so far, very little to play. As Deems Taylor remarked to the new 
magazine, Music, launched soon after Mr. Whiteman'’ first appearances, the jazz 
orchestra was all dressed up, with no place to go. (Sic: We now know that the numerous 
critics that ‘put’ down this new ‘jazz’ never lived to know the real importance of these 
early experiments using the jazz idiom.) 

“Jazz began to break into society last season. One pioneer was Eva Gauthier, who 
welcomes the unfamiliar, new and old, as much as the average recital singer shudders at 
it. Interested by the discussion of jazz in the Dial by Messrs. Gilbert Seldes and Carl Van 
Vechten, and also by the interest taken in it in France, where Maurice Ravel told her that 
young Americans, in studying European models, were letting escape much of value in 
their own popular music. (Sic: This use of jazz in symphonic works would be  
championed also by Darius Millhaud and other famous classical composers in the 1920s 
and following decades of the 20th century)Mme. Gauthier introduced a representative 
group of jazz numbers into a recital in the fall of 1923. A short time after, Paul  
Whiteman, whose orchestra was playing nightly at the Palais Royal, announced that he 
would hold a concert of American numbers at Aeolian Hall. In this, he said, he had two 
intentions: to settle the question what is American music, and the fitness of ‘jazz’ to rank 
as music. Mr. Whiteman set about this carefully, welcoming suggestions and advice. 
Critics were invited to rehearsals at the Palais Royal to hear and to comment on the 
preparations on his “experiment in Modern Music.” When Mr. Whiteman reappeared this 
fall, he apparently considered successful, as the title now became an “Entertainment in 
American Music.” (Sic: We now know that Whiteman and Lopez were correct in their 
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feelings about their music and as later examples such as “Night on Bald Mountain” by 
Bob James and the records by Hubert Laws and many others have proved successful.) 

Soon after Mr. Whiteman, Mr. Lopez entered the field, taking part in a  
symposium on the subject held by the League of Composers last winter, and debauching 
the concert stage with a “Symphonic Jazz Concert,” held November 23 at the 
Metropolitan Opera House. 

Meanwhile, Mr. Whiteman’s first question of what is American music or it’s  
more important derivative, what American music will become when it has developed a 
flavor as essentially American as Russian music, for instance, is Russian, remains, as yet 
unsettled. The strong points shown in these concerts have been the ‘sonorities,’ the 
instrumental combinations (which should interest Igor Stravinsky when he comes this 
month) and the notable skill of the players, many of whom play from two to half a dozen 
instruments. The weak ones are, primarily, the lack of invention shown in most of the 
works in the repertoire, as well as conventionality, even timidity, in its harmonization, 
and the essential monotony of the continual double time. 

Actually, despite protestations to the contrary, both the familiar jazz numbers and 
the more elaborate ones recently written for these concerts are essentially conservative. 

Two dozen concerts of Whiteman or Lopez will roll up fewer discords than one evening 
with the International Composers’ Guild. There was little in the Whiteman or Lopez 

concerts to suggest skyscrapers or subways, as George Antheil, a young American who 
no inhabits that American heaven on the banks of the Seine, has been credited with doing 

in an “American symphony.” This has not yet been released on this side, so that we 
cannot tell whether Mr. Antheil has come nearer to a musical expression of the noisier 

aspect of American life than the average Lopezite or Whitemansque number, which, often 
very pleasantly, seems mainly to express a pleasant evening at the late Palais Royal. In 

making his “experiment,” Mr. Whiteman realized that the usual jazz repertoire, 
as used to accompany food or dancing or musical comedy, was not sufficient for concert 
programs, and set about securing pieces of a more ambitious type. For his first program, 
which, with some minor variations, served him to the end of last season, the late Victor 
Herbert wrote three serenades, while George Gershwin composed what is practically a 
jazz piano concerto which, with himself as soloist, has proved the most  interesting 
number so far offered at these concerts. 

The “Rhapsody in Blue” follows a course not unlike that of the familiar Liszt 
type, but its themes preserve a strong Broadway flavor, the atmosphere is undoubtedly 
jazz, while the orchestration arranged by Fredie Grofe gives ample chance for the 
characteristic tone coloring and skillful tricks of the wind instruments in the Whiteman 
band. The soloist is well favored in the matter of technical difficulties and bravura 
passages. But while Mr. Gershwin had promising musical ideas in this “Rhapsody,” he 
seemed rather uncertain about the best doing to do with them, and the piece had some 
think places, especially in s some long passages of unassisted display piano playing. But, 
with its obvious faults, it is an interesting number, and, with some revision, has continued 
on Mr. Whiteman’s programs. 

Mr. Herbert’s four serenades, Spanish, Chinese, Cuban, and Oriental are pleasant 
numbers of melody and charm, but, except that they are scored for Mr. Whiteman’s 
orchestra, they are not ‘jazz’ pieces. With a little rescoring, they should be ideal for the 
Boston Symphony in its next spring series of “pops.” Of two of the new numbers  offered 
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by Mr. Whiteman at Carnegie Hall on November 15 much the same can be said. 
Eastwood Lane’s three American musical pieces, practically short symphonic poems, and 
Mana-Zucca’s graceful “Waltz Brilliante” are agreeable numbers, and helped to give the 
Whiteman program some variety which Mr. Lopez, with a larger proportion of actual  
jazz, failed to obtain. But these works do not, as the “Rhapsody in Blue” does, suggest 
any future developments. Mr. Grove’s new tone poem, “Broadway at Night,” is 
undoubtedly “jazz,” and has rhythmic variety, but little musical substance. 

In the meantime, no one has been able to think of an adequate name to describe 
the type of music which Messrs. Whiteman and Lopez offer us. “Jazz,” except for its 
hideous past, will do as well as any other title for the Palais Royal numbers on these 
programs, but will have to be stretched beyond its usual limits if it is to include 
everything played by these orchestras. ”Modern” or “American” music, the titles used by 
Mr. Whiteman, meet with the opposite objection; they are, at least for the present, much 
too comprehensive. The question, however, of nomenclature probably depends upon the 
future history of these concerts. 

What position these concerts will take in the musical world by the end of this 
season, or the beginning of the next, is an interesting question, but it is still too early to 
find the answer. This season seems to be the critical one, the factor which will decide 
whether the success won by jazz (in its extended sense) in this field proves permanent or 
temporary being the composers. A crop of significant works will keep interest in these 
concerts alive and growing, and give music of this type an increasing claim to be 
considered the true typically American music; but, with the best of orchestras, Messrs. 
Whiteman and Lopez cannot hold popular musical interest with only one or two 
programs.” 

 
Nowhere is it written that has proved to be more wrong then in this next article 

“The Jazz Bugaboo” by H. O. Osgood in which he writes about the words of Lopez, 
Whiteman and others as to the importance of this new experiment in using jazz elements 
in classical music. It is printed in the November 1925 issue of the American Mercury: 

 
Lopez was a showman and was (as Sousa was) to the desires of his audience. In 

an article in the March 13, 1925 issue of Collier’s Magazine we find an article on this 
subject of pleasing his audie3nce’s wishes: 

 
“LOPEZ SPEAKING” - 1925 

What I learn from your face as you listen to my music" ”I’m not to "get" you, 
down to your feet - words and accompaniment by Vincent Lopez. 

How do you like your music served? It’s my job, and the job of every other 
director of a group of musicians, to guess the answer. Assembling melody menus that  
will tickle your musical palate is the toughest task that confronts the orchestra chief. The 
most skillful handling in the world won’t put a program over unless the numbers have 
been chosen with a view to falling in with the mood of the audience. 

For instance, I wouldn’t think of playing the same sort of music at a seven- 
o’clock dinner as I dish up for a midnight supper crowd. My aim is to get responsive 
vibrations from as many persons as possible. Sometimes hot, peppy stuff will do it; 
sometimes it’s softer, more melodic music which gets them. It doesn’t take long to get 
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the “feel” of an audience. If a number doesn’t hit the majority, I know it right away, and  
if I sense that the program isn’t going over as I laid it out, I never hesitate to change it 
radically. 

Sometimes I have had to alter entirely the nature of a program. If people are 
restless, I put on something to soothe them. If I know there are people present who have 
suffered troubles or reverses, I work in something full of freshness and gladness. If it’s an 
audience that is already in a happy mood, I plunge right into fiery stuff and they’re with 
me from the start. A dull moment is felt instantly by an orchestra leader – and it’s a 
terrible moment for him. 

The secret of a good jazz program is variety. If a certain number misses fire with 
some of the crowd, it catches on with others. The second wins over the people who 
weren’t caught by the first. A hit is simply a tune that catches everybody at the same  
time. It builds up and produces the greatest number of vibrations in the greatest number  
of people. 

A particular hit may become associated with a particular leader, just as definitely 
as “The Sidewalks of New York” is linked with Al Smith. “Nola,” for instance, is the 
piece which my audiences demand from me. I played it first some years ago, and it went 
big. I tried to get away from it, but I couldn’t. People would call for it, insist on it and 
they wouldn’t be satisfied until they got it. The secret of the success of this number is 
simply that it made people jingle down inside of them and it will keep on doing so as  
long as it is played. 

 
How I Beat the Big Boys 

 
To get the most out of our modern music the audience must be in an attitude of 

repose. That is why public men are the worst jazz audiences in the world. 
Statesman, financiers and business leaders may have outward poise, but inwardly 

they are seldom in a state of realization. They’ve got too much on their minds, and a man 
in this state is mighty hard to “get.” 

It must be remembered that many of our leaders have had to fight very hard to get 
their places of eminence. In their boyhood and youth they may have had disappointments 
or setbacks which made them cynical or hard. Music portrays all human emotion, and it  
is possible that the type of man I have in mind does not like to have his heart strings 
played upon by having resurrected thoughts which he would rather keep buried. 

Yes, an orchestra leader must fight harder to get across a number with the big  
boys than when he is playing for the crowd. 

Public men, because their interests are more concentrated, more self-centered, 
know less about popular music than the average person. When you appear personally 
before them – or when you know they are in a mixed audience – you know they are 
antagonistic. I don’t mean in the usual sense. They want to have a good time, they try 
their best, but they just don’t know how. Their minds are busy turning over weighty 
affairs, and this makes for unconscious antagonism. They fight your music. 

Music lovers and dance lovers throw everything else into the discard when they 
listen to the drums and the “saxes,” but when a man’s mind is on the next election or a  
big deal he rather resents the waves of sound that beat on his ears, demanding attention. 
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When I know I am to play particularly for big public men or when I know there 
are some of them in the audience, I go out to get them and them alone. I tune myself 
inwardly as carefully as one would tune a violin and get all set to receive the return 
vibrations from my distinguished listeners. 

I get back from my audience just as much rhythm as I give out, provided that I am 
laying the right kind of music. 

From a dance floor, filled with average people, this return vibration is great and 
inspiring, but it’s a different thing when you are playing in a private room for a man 
whose mind is on politics, finance or business. 

I know one man – a great international trader – who had an unfortunate love affair 
in his early twenties. Eventually, he married another woman. His early tendency was 
toward gayety and the romantic. He was a splendid dancer as a young man, but his 
experience soured him – inwardly. He still is cordial and genial to all outward 
appearances. He loves to talk and laugh, but there is one thing he cannot stand – jazz 
music. 

No, he never told me of his aversion to jazz. 
But I learned of it from little things he has told me and that his friends have told 

me and – most of all – from the look in his eyes when he hears me play. 
They have no expression in them. They shift and roam. Never does he permit 

himself to absorb enough of the rhythm and gayety of the music to cause his face to light 
up – and unless I can get that silent applause from a man, I know I have not won his 
interest. 

 
Easy Al of the Sidewalks 

 
Of course there are some big men who never had souls to start with. With them I 

have no chance at all. Some may not understand music, and some may dislike it  
intensely. These people are all unconsciously antagonistic to jazz. 

Then there are some persons who have naturally jealous natures and resent 
listening to anyone whose performance has the stamp of approval of the majority. 

There are hopeless; I never even try to get them. 
In the last few months I have played before many men whose names are in the 

newspapers almost daily. There’s Al Smith. 
Whenever anyone mentions the New York governor, one song broadcasts itself 

into your mind. 
The orchestra that wouldn’t play “The Sidewalks of New York” as a musical 

accompaniment to governor smith’s name would have something wrong with it. 
I have asked why the governor likes this particular number so well. That’s easy. 

“The Sidewalks of New York” is a mass song and Al Smith is a mass man. He’s got a 
mass mind himself, and this, from my point of view, makes him easier to “break into” 
than a lot of others. 

Among his other favorite songs I would list “Echoes of New York” and 
“Silverhead.” 

James J. Walker, another man with a popular mind, likes nothing better than to 
hear a jazz program in a restaurant or over the air. His favorite song, of course, is “Will 
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You Love Me in December as You Do in May?” There’s reason enough for this – he 
wrote it himself. 

That’s not a slam at the song, however, for it’s a fine one full of pep and 
personality. 

Of course I should have led off this list with President Coolidge, but I didn’t 
because I lack reliable, first-hand information. If I were called upon to play for the 
President, I would select a program of the quieter, deeply melodious numbers. I think I 
would reach him more quickly that way than any other, except perhaps by patriotic and 
martial music, I happen to know that he is partial to “The Stars and Stripes Forever.” 

A public man who is as keen as anyone I have met on modern syncopation is 
Mayor Kendrick of Philadelphia, in whose private office I played one day with my full 
orchestra. It was in the nature of a serenade. I took into account, as I always am obliged  
to do, the size and sounding qualities of the room and made some quick shifts in the 
program upon which I had originally decided, in order to take into account the restricted 
quarters. Mayor Kendrick was simply great as an audience. He was right “with” me all 
the time and, because of the closeness of the space I was able to make a test of my theory 
that as person shows his appreciation and attention by his eyes and mouth. 

Great financiers, I should say, are as difficult to “catch” as any man in the world. 
I have played for few in this country. On one occasion, I recall, J. P. Morgan was present 
when I conducted. He was cordial, and he smiled, but my reading of faces and eyes failed 
me completely and I was unable to decide what impression – if any – my orchestra made 
on him. 

In my caricatures I have tried to show typical facial expressions of certain public 
leaders while listening to jazz. 

For my own amusement, I now make sketches of all the big men I meet and play 
for. I started it in London, one night, by drawing Sir Thomas Lipton as he impressed me 
during a concert. 

Next to the airs from “Pinafore,” Sir Thomas likes “Tea for Two” – which is 
hardly surprising. 

While playing at the London Hippodrome for eight weeks last summer I had a 
splendid opportunity to make a comparison between the effect of jazz upon prominent 
Americans and prominent Englishmen. And I believe that Englishmen of note are more 
whole-heartedly fond of jazz in its jazziest form than are our own distinguished citizens. 
The Earl of Suffolk, for instance, likes his jazz neat. He is fond of “Blues.” The Earl was 
a regular attendant at the Kit Kat Club in London while I was playing there with my 
twenty-two boys. There is a song called “The Meanest Kind of Blues.” I lost count of the 
times I played that at his request. 

The Duke of Marlborough likes pretty melodic numbers and never tries of 
listening to the saxophones. He presented me, by the way, with a silver and ivory baton 
engraved with his name. I talked over with him some of the theories I have set down  
here, and he agreed with me. His favorite song is “Waiting for the Sunrise.” I found that 
Lord Dewar, another who keenly appreciates music, favored “I’ll See You in My 
Dreams.” 

There is a type of man in this country as well known as the political and financial 
leaders, but far more susceptible to jazz. Jack Dempsey is one of these and Tex Richard is 
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another. In them you have real jazz devotees. Dempsey loves to dance. He favors 
numbers of the “Red-Hot Mamma” type. 

Richard, I believe, is one of the keenest men in the world when it comes to 
dealing with crowds and giving them what they want. I’m proud to think that he has been 
won over by my playing. Indeed, he has asked me to study the acoustics of his new 
garden with a view to furnishing the music. 

Throughout this little piece I have used the word jazz. But I don’t like it. I hate it 
as a feeble attempt to characterize the new development in modern music. That’s the  
word I like – modern. The syncopated arrangements in vogue today are direct outgrowths 
of the war. They are orchestrated life, full of pep and freshness. This country has been the 
leader in their development, and we are moving on to further achievement. 

America is destined to be the most musical land in the world. Other nations are 
older and have had more experience with music than we have had, but we are getting 
more musical every day. We are beginning, at last, to distinguish the good from the bad. 
And that’s progress. 

 
The Jazz Bugaboo - 1925 

 
“At a party given on the Pennsylvania Roof in New York to celebrate the return 

from London of Vincent Lopez that redoubtable jazzist stood up and made a speech. 
‘”The point is,” he said, “that we are now beginning to do jazz artistically. Soon the real 
composers, not Gershwin but those like Wagner, will write jazz.” 

Unfortunately, Senor Lopez, a hidalgo from the ancient Spanish City of Brooklyn, 
was wrong. He was wrong three times in one sentence, something of a record: (a) 
Gershwin is a real composer; (b) there are none “like Wagner’ today: (c) if there were, 
they would not write jazz, one reason being that they couldn’t. Do you remember the 
futile efforts of Stravinsky and the late Claude Debussy? Have you heard the attempts of 
other learned contemporaries to “descend” to the jazz level – for example, John Alden 
Carpenter’s “Crazy Cat” (the “American” ballet that was staged in New York by a 
Russian and conducted by a Brenchman), or Leo Sowerby’s Synconata, or Eric 
Delamarter’s meandering, meaningless Jazz symphony?…..Dance - aye, there’s the  
word! The earnest souls who have cried out against taking jazz seriously might have 
saved their breath to cool their porridge, for jazz is but the child of the nimble hoof. 
Music began when the first savage beat on a hollow log to unify the steps of his fellows, 
and ever since then the fine music of every age has evolved from the favorite dances of 
the preceding. Behind the classic symphonic scherzo as perfected by Beethoven lies the 
artful simplicity of the minuet. Behind the cleverness of the “Rhapsody in Blue” lie all  
the good fox-trot tunes that have been written – some of the best of them by Gershwin 
himself. But Gershwin is no Beethoven, nor in this restless, changing, slap-dash age will 
the fox-trot attain to more than a fraction of the span of life enjoyed by the minuet in its 
time. Signs of the gradual decline of the fox-trot are already to be discerned; the 
Charleston comes in, and there is a gradual revival of the waltz. It will die, and with it the 
jazz of today will go too. Thus the bugaboo will disappear inevitably and automatically – 
and be succeeded by another one for the solemn to wail about, as the case has been ever 
and again from the beginnings of music. 
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But maybe all this will come about too slowly to suit the beard-waggers. Rather 
than see them suffer longer I have hatched up a little scheme to hasten things along and 
have been promised the assistance in carrying it out of a tall blond young man, well 
known in the highest and most careless society and a patron of all the lighter arts. About 
thirty-five minutes after the beginning of Maestro Whiteman’s next New York concert  
my friend will spring out of his seat, grasp the likeliest-looking, nimblest-toed jeune fille 
within reach, and prance off up the aisle toward the platform with her in an exuberant 
fox-trot. It may create a sensation. Doubtless it will. He will be arrested, fined – perhaps 
even jailed. But what of that? What of a little personal discomfort? With that one 
spontaneous gesture, that sly reductio ad absurdam, the musical stars will be reset in their 
course, and the world will be made safe again for Bach, Beethoven, George W. Chadwick 
and Daniel Gregory Mason.” 

 
About 75 years later we all know the effect and influence of jazz. We have the 

luxury of definitely knowing the influence of jazz in the 20th century and that Lopez was 
correct in his thinking as did Whiteman and Gershwin. 

Another article in the January 30, 1926 Literary Digest (“King Jazz and the Jazz 
Kings”) writes of the influence of jazz, not only in America but overseas: 

 
“KING  JAZZ AND THE JAZZ KINGS” - 1926 

It came to pass that a certain rich man, who owns a wonderful estate near 
Washington, was giving a party – no; to use the jazz dialect of the day, this butter-and- 
egg man was “throwing” a party. He had arranged to have one of the jazz kings on hand 
with his orchestra, regardless of expense. His choice, on which he rided himself, was 
Vincent Lopez. At the eleventh hour his wife – the rich man’s wife – had a feeling that, to 
impart a final touch of luster to the occasion, to satisfy the most exacting taste and eclipse 
not only every party that had yet been “thrown” but also every other one that was likely  
to be “thrown” one thing yet was needful, and that was the presence of a certain other  
jazz king, Paul Whiteman, duly attend by his orchestra. 

Very well. The story goes on, as related by Paul Kinkead, that Mr. Rich Man 
called Whiteman on the telephone and told him to fix a price. Whiteman replied that his 
orchestra was engaged for a big function and could not break the agreement. The man 
persisted, and asked Whiteman if he would come, provided he was released from the 
other host. Then he called the man who was giving the party in New York and pleaded 
with him to release Whiteman. The New Yorker consented, and Whiteman was told to 
name a figure. Telling the story in Liberty, Mr. Kinkead continues: 

He named one that sounded like a band statement, and was told to bring his 
musicians. That night the hostess had her little triumph with Vincent Lopez at one end of 
the dance floor and Paul Whiteman at the other, one orchestra starting as soon as the  
other concluded a dance number. The bill, it was rumored in Washington, was twelve 
thousand dollars for music, but what mattered it? They had the two leading jazz  
orchestras of the world. 

After which it is no great strain on the imagination to grasp the idea that the 
United States “is paying at least one hundred million dollars a year for seductive 
syncopation to the musicians alone…..” 
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Thus we see the popularity and importance of both Whiteman and Lopez. Lopez 
went on to work with his orchestra for years. While Whiteman continued in popularity as 
did Lopez, it was Lopez who changed his style to fit the times and to continue his 
popularity with new ideas and innovations.” (More on this later in this article.) 

Among the stars that began their career with Lopez were Artie Shaw, Xavier 
Cugat, Tommy and Jimmy Dorsey, Glenn Miller and Tony Pastor. Also vocalists Betty 
and Marion Hutton. 

Felix Arndt & Nola 

Lopez’s theme song Nola, was written by Felix for his wife Nola Locke as an 
engagement song ten months before they married. He was born in New York City on 
May 20, 1889 and educated in the New York School system. His mother,  Countess 
Fevier, was said to have be related to Napoleon III. As a young song-writer he wrote for 
several years for vaudeville stars Bayes and Norworth and Gus Edwards. He made piano 
rolls for duo-art and QRS and others, some 3000 of them. 

Felix was a fine pianist and had an influence on the young and unknown George 
Gershwin. Gershwin would visit Felix at his studio in the Aeolian building on 42nd St., 
between 6th and 7th Avenues. This experience of Gershwin is said to be the inspiration for 
Gershwin’s “Rialto Ripples. It is said that Arndt secured a job for Gershwin at Aeolian 
Hall. This influence as David Ewen writes in his book “George Gershwin” writes: 

“Arndt’s influence on Gershwin has never been properly stressed. Gershwin often 
visited Arndt at his studio in the “Aeolian Building on 42nd Street and was a great admirer 
of his piano music, which the composer played to him by the hour. It is this contact with 
Arndt that possibly stimulated Gershwin to write “Rialto Ripples.” In any event, Arndt’s 
ragtime writing for the piano, which Gershwin learned and assimilated, was by no means 
a negligible influence in shaping Gershwin’s own style of writing for the piano.” 

Nola was recorded by Les Paul and became a top 10 hit in 1950. Arndt died 
tragically while very young (just 29) during the 1918 New York influenza epidemic. 

Vincent Lopez has never received the credit for his position in the progress of 
jazz. He, along with Paul Whiteman earned a high position in the popular music history 
of the United States. The positions that they took on the place of jazz music as  a 
legitimate art form has been proven correct and they have proved to any early critics of 
their opinions that they were right. Lopez rivaled Whiteman’s position as the king of jazz, 
or, in Lopez’s words, modern American music. Lopez was not only a great musician but 
endeavored to know his audiences and please them with his programs. While his ‘sweet’ 
type of dance music lost favor as the new swing bands made their music the new favorite, 
he still holds a place of dignity in the history of American popular music. But times 
change, and Guy Lombardo’s style is no longer played on New Years Eve. Nostalgic as it 
may be, times go on and new styles come into existence much the same as Lopez’s music 
did. But, Lopez was right as was Whiteman and Gershwin. Long live their music. 

Otto Kahn 

35



Otto Kahn was a wealthy New York Banker and friend of the Metropolitan Opera. 
He also was the father of band leader Roger Wolfe Kahn. He was in favor of having a 
jazz opera performed at the Met. And a number of articles write about his position on this 
subject. 

Kahn On Jazz – Otto H. Kahn, in an address before the Brooklyn Chamber of 
Commerce recently, made some remarks in defense of jazz. His words have been 
reported all over the world – a fact that is far more interesting than the words themselves. 
If Tom, Dick or Harry had made the same or similar statements not a single newspaper 
would ever have quoted them, to say nothing of the editorial mention which has also been 
accorded the remarks of Mr. Kahn. Even if Tom, Dick and Harry were musical experts  
far more qualified to speak of jazz then is Mr. Kahn, their words would have been 
received with (perhaps) respectful silence. But Mr. Kahn has millions, he is a sponsor of 
the arts, he has a son who directs a jazz band – therefore what he says is of importance – 
to the news-seeking press. 

As to what this same press thinks about Mr. Kahn’s statement. The Times and the 
World write editorially upon the subject. The Times heads its editorial remarks with the 
statement that: “His Opinion Will Not Be Accepted,” and then puts into the mouths of 
imaginary critics a whole series of statements contradicting M. Kahn. The World agrees, 
at least, that “his thesis is sound” and that “jazz, whether we like it or not, is American.” 
The World also says: “It is significant that our musicians unanimously sniff at jazz,” 
which is not quite a fact, since some of our musicians are actually writing jazz 
compositions, but is significant nevertheless, for there is a tremendous prejudice among a 
majority of American musicians against jazz. 

This prejudice will not be lessened by Mr. Kahn’s remarks. Those who hold it 
actually believe they are upholding the best traditions of musical art in opposing jazz. 
They have not the patience to wait and see what it may develop into, nor are they, 
apparently, conscious of the beautiful (it seems so to us) tone color of the best jazz 
orchestras. It is pleasant to have Mr. Kahn defend jazz, but how much better would it be 
if some of our real-musical, pedagogical leaders had said just what he said? 

But no! These musicians – and The World is almost right when it uses the word 
“unanimous” to describe their number – will not acknowledge that way good can ever 
possibly come from this “evil” thing. They give the impression that they would rather 
America had no national music then that this music should grow out of jazz. As The 
Times says, if jazz expresses the American spirit, then the American spirit “is in a very 
bad way.” And the Time also – inadvertently, perhaps – calls attention to the crux of 
much of the argument of the “professors” when it intimates that jazz violates the laws of 
music. 

That is just the fault of many – they hold to what they conceive to be the laws of 
music and of good taste without admitting that these laws may change. Many of them 
have not really as yet accepted anything much more advanced than Brahms, Debussy and 
Strauss are still on the doubtful list, and as for the moderns! Nor have they the paternal 
instinct which loves the bad boy in spite of his faults and has faith n his proper growth. 
They refuse to aid in his growth. Their whole attitude indicates that they would like to 
strangle him in his horrid youth as they would a plague or any other national menace. The 
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remarks that some of them have been heard to make after hearing Whiteman or Lopez 
were of such a character that they are only to be characterized as fanatical. 

Do not the experiences of the past suggest the wisdom of tolerance? And do they 
really think, these “sniffers,” to borrow The World’s term that jazz can do anybody any 
harm? Whether it stays what it is or grows into a serious musical idiom, who can it hurt? 
Will it prevent performances, as in the past, of the classics? If Whiteman and Lopez play 
some of the classics on their jazz orchestras, is that any worse than to play the classics on 
military bands? Is a band of grass and wood with the clarinets taking the place of the 
violins any better than a band of brass, saxophones and strings? 

The one great and standing blot on jazz and the jazz orchestras is their habit of 
garbing the classics. We do not mean the humorous burlesquing of the classics – that is 
legitimate fun-making. What we refer to is the rewriting of the classics, making potpourri 
out of them in serious vein, shoving them all into fox-trot rhythm. 

Nov. 18, 1924 – New York Times 

JAZZ OPERA IN VIEW FOR METROPOLITAN – Otto H. Kahn Tells Berlin 
and Kern That He Would Be Glad to Consider One. – On “Grand Opera” Scale. 
Chairman’s Interest in Popular American Music Due to His Son’s Successful Jazz 
Orchestra. 

Broadway musicians were interested last night in a report that Irving Berlin, 
Jerome Kern and George Gershwin might submit, subject to necessary conditions of 
production on a large scale, a jazz opera to the authorities of the Metropolitan Opera 
House. The report named Chairman Otto H. Kahn of the company operating the 
Metropolitan as having entertained the idea and discussed it for some time past with the 
three popular composers. It was said Mr. Kahn’s interest in the popular American music 
first arose from the success of his won son. Roger Wolfe Kahn, in directing a jazz 
orchestra. 

Mr. Kahn said to the New York musicians most successful in recent season in 
their musical shows and revues that he would be glad to have them consider the 
possibility of a grand opera, not of the old sentimental type, but some modern American 
type – the shop girl, stenographer, bobbed-hair flapper or the like – after the manner of 
the Parisian life shown in Charpentier’s “Louise.” 

Irving Berlin, who first talked with Mr. Kahn in Florida on the subject, said he 
would “give his right arm” to compose a syncopated opera suitable to the repertory of the 
Metropolitan. He did not feel that he was technically equipped for such a work. 

Jerome Kern said he had declined a similar attempt six years ago, when Mr. Kahn 
first wrote to him suggesting a try at grand opera after on of his musical pieces had made 
a hit. Mr. Kern said they had not renewed the discussion, but he believed an American 
opera on the popular sort of music a possibility and would champion such an enterprise, 
no matter whether he or some one else should compose it. 

George Gershwin, whose orchestral piece “A Rhapsody in Blue,” has been widely 
heard, with Paul Whiteman’s Orchestra assisting the pianist and composer, was 
mentioned as the man at the moment considered promising in music of the larger 
orchestral and even operatic forms, Gershwin “Rhapsody” has been highly praised as the 
first to carry the modern American ideas of syncopated rhythm and colloquial harmony 
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into a concert work of the serious order. It was repeated in New York last Saturday at the 
Whiteman Orchestra’s latest sold-out concert in Carnegie Hall. 

That; American “Jazz” has come to stay in the musical world was the belief of 
many who discussed the report of Mr. Kahn’s opera proposals. It was the consensus of 
opinion among music8ians that the Metropolitan Chairman, however his offer to 
composers might be viewed by Gatti-Casazza and the opera’s expert conductors, had 
never-the less put out a popular feeler or “trial balloon,” that should draw public 
expressions of interest and even bear important fruit in the near future. 

NOVEMBER 28 – MUSICAL NEWS 

KAHN  WANTS  A  JAZZ  OPERA  TO  PRODUCE  ON     METROPOLITAN 
STAGE – Otto H. Kahn, financier and chairman of the Metropolitan Opera Company,  
has offered to produce a jazz opera at the Metropolitan – on conditions. 

“With an interest in jazz heightened by the adventure of his son, Roger, in 
organizing a jazz orchestra, he has talked of jazz opera with Irving Berlin, Jerome Kern 
and George Gershwin. 

“He told them the opera should not concern the love of an Indian maiden for a 
pale-faced hunter but the story of a stenographer, shop girl or any of the American types 
whose life is one of bobbed hair, subway riding, movies and flapperism. 

“I’d give my right arm to be able to do it’ Irving Berlin said yesterday. “But I 
don’t feel I’m equipped for the work.’ He added it would take the qualities of a Victor 
Herbert. Mr. Kern also said he did not consider himself equipped, but expressed 
sympathy with the idea. 

“Gershwin has taken a step toward long jazz pieces in his ‘Rhapsody in Blue.’ He 
indicated he was going further with this work. 

In reference to this Charles Henry Melzer says: “Mr. Kahn again rushes to the 
defense of the noblest national art – well, he is able to treat the Metropolitan as a toy.” 

Eleanor Everest Freer says: “Art is based upon nothing but talent and technic, it 
needs no clap-trap or jazz basis, as Otto Kahn advocates and when Americans take the 
operatic destinies of the country into his own hands, then only, will the country produce 
art and opera.” 

Mrs. Freer also quotes Delamarter as saying: “ ‘Art, to be pure, must be based 
upon musical culture; and if based on folk tunes is imitative, not wholly creative.’ “ 

Everybody’s talking about it! Everybody has an opinion – so, let’s have a 
symposium. 

Music News will, on Friday, December 12, print all the comment on the subject 
which has been received at this office by Monday the 8th. 

No matter which side you take – no matter whether you are professional or 
layman and, above all, no matter whether you are an advertiser in Music News or not, 
just so long as you have an opinion on the matter and are not afraid to sigh your own 
name to it let’s have it and we will hope to get, out of a variety of opinions, something 
more to think about 

JUNE 5 – LONDON EVENING NEWS 
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INTERVIEW WITH OTTO KAHN. “You are supposed to believe that jazz is the 
music of the future, Mr. Kahn.” 

“Of course, I hold no such belief,” Mr. Kahn replied. “What I do think is that, 
notwithstanding the imperfections of present-day jazz, there will develop out of it n the 
future, a genuine and significant American contribution to the art of music. 

“Jazz is a novel and characteristic thing. True, it is traced back to African origin, 
but America has taken it, modified it, and made it its own. It is easy enough to deride or 
disparage it, but any movement which is so vigorously intense, which has divulged new 
instrumental colors and values, which has taken so firm a footing in its home country, 
aroused so much attention abroad, and is the object of such great interest to European 
musicians visiting America – any such movement has a claim to be taken seriously. 

“There must be something genuine, convincing, responsive and vital to a form of 
music which, within a few years, has established itself throughout the world. I have just 
completed a journey which took me through a good part of Europe and some of Africa. 
Jazz was to be met with everywhere, even among the Arabs. 

“Jazz is manifestly limited and affected with crudities in its present stage; its 
failings ‘jump at the eye’ as the French say, or, rather, ‘at the ear’; but it does 
characteristically mirror some of the conditions of our modern life. It has rhythm and 
dynamics, and seeks – what is too often neglected by the more ‘high-toned’ of modern 
composers – melody. It is sincere and spontaneous and stands robustly on its feet, boldly 
disregardful of rules and precedent. 

“A first-rate ‘jazzy’ American revue or musical comedy, with its swiftly rushing 
pace, the spontaneous grace, zest and swing of its dancing, the tang of its humor, the 
kaleidoscope of its color, the hustling, palpitating rhythm of its American talent than a 
savorless grand opera, composed with painstaking erudition and technical impeccability 
after the model of Wagner, Debussy or Strauss. By which I do not mean to be understood 
as upholding jazz as a model. I look upon jazz as a phase, as a transition, not as a 
completed process. 

The Lesson of the Skyscraper 

“About thirty years ago the skyscraper came to New York. It was an ugly, over- 
ornamented thing, in keeping with the ugliness of the monotonous rows of ‘brown-stone’ 
houses, when they were the prevailing architecture of New York. 

“Now, the skyscraper has become beautiful, splendidly impressive in its mass and 
line, in its hold sweep upward wholly uninterrupted by unmeaning ornamentation, 
expressive of power and striving, and at the same time admirably adapted for its 
utilitarian purpose. 

“And, simultaneously with the evolution of the skyscraper, the standards of 
general architecture of the city, private houses as well as public buildings, have advanced 
by leaps and bounds. I believe it is not too much to say that American architects, as a 
class, are in the very front rank of the profession, and fully hold their own with those of 
any other nation. Better, perhaps, than any other form of art, theirs, at present, expresses 
the spirit of America. 

“As the skyscraper, an original American creation, advancing from crudity to 
beauty, came to be an American contribution to art, so I believe that out of the seed of the 
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thing generally called ‘jazz’ something will spring to fruition which will take a worthy 
place in art. 

For A man known to be distinctively artistic, a man who feels so acutely and 
deeply on questions of art and music, who has given much of his life and fortune towards 
developing what he sincerely believes and emotionally senses to be true art, Mr. Kahn 
speaks his opinions with a curiously calm, detailed and deliberate manner: he has one of 
the explosive ardors of the music-enthusiast of tradition; he talks of music as 
unemotionally as he would talk of a business deal. 

A Task for Young Composers 

“Will there ever by jazz opera, Mr. Kahn?” I asked. 
“ ‘Jazz opera’ strikes me” Mr. Kahn said, “as a contradiction in terms. In its literal 

meaning, it is utterly unthinkable. But I do hope that some of the young American 
composers who, at present, are devoting their talents to producing jazz dance music and 
jazz songs, will tackle more important and more exacting tasks. I hope some of them will 
try their hand at opera and endeavor to express themselves in their own way – themselves 
and the spirit of the life which surrounds them, - however unconventional that way may 
be. 

“Such an opera will probably contain some of the motives, rhythm, and 
characteristics of jazz, but whether it does or does not, is immaterial. The main question 
is: ‘Has the work got musical merit? Does the composer have something to say, and does 
he say it in the manner which, to him, is the natural and spontaneous way of expressing 
himself?’ 

“Similarly, with the book and story, let it, too, be drawn from the fullness of 
present-day life. Don’t let it deal with the love of a white hunter for an Indian maiden 
who, in the last act, throws herself over a precipice. 

“There is a call for a new departure in opera. That does not mean that the old may 
be neglected, or looked at askance, or thrust aside. But while respectful of the 
accumulated treasures, achievements and lessons of the past, and reverential of the 
masters, music should seek to express its day and even to anticipate. True art is eternal, 
but it is too stationary. 

“The Metropolitan Opera in New York, of which I am chairman, conceives it to 
be its duty to encourage and foster every meritorious manifestation of American musical 
talent, and will gladly produce operas whether by a jazz composer or by anyone else, and 
however unorthodox in style, provided they are of adequate worth and interest.” 

I asked Mr. Kahn whether he was encouraging his son to follow up jazz, for 
which he has shown distinct aptitude. Mr. Kahn’s song, who is eighteen, has been 
conducting and working with, and composing for, jazz orchestras for some time in New 
York, and his activities have attracted considerable notice there. 

A New Flavor to Inherited Talent 

“My son’s development is, of course, no matter of public interest, least of al 
outside of his own country. If I speak of his activities in music, I do so merely to illustrate 
a phenomenon of which, from my own observation, I see him as a typical example. 
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“As far back as I have personal recollection (and that includes my great- 
grandparents), music has been cultivated in my family. From that ancestry, my son has 
inherited the taste and gift for music. But – and here is the phenomenon to which I refer – 
there is some peculiar and powerful force at work in the American atmosphere, whether it 
be sun, soil, climate, environment, or whatever else, which in the case of those born in 
America, of whatever European racial stock, transmute inherited traits and qualities into 
distinctively American ways and characteristics. 

“My son is a case in point. His inherited taste and gift for music manifest 
themselves, thus far, mainly in what are among the essential American traits, namely, 
rhythm and dynamics. Hence he is drawn now to what, for want of a better term, is 
comprehensively called ‘jazz,’ and expresses himself in that musical idiom. 

“He will later on come to Europe to study for a few years at a European 
conservatory, as quite a number of young Americans are doing. It will be interesting to 
observe, in his case, as in the case of others, what will be the effect upon these intense, 
eager, spontaneous, young American minds, of contact with the atmosphere and 
traditions of Europe and with the influences they will encounter in European schools of 
music.” 

1925  - March 15 – New York Times 

Finally, into the musical sawdust circle leaped Otto H. Kahn, liberal patron of the 
arts, with some liberally misquoted remarks on jazz which many people reported as an 
invitation for some aspiring young genius to composer a jazz opera for the Metropolitan’s 
classic stage. 

1925 – April 25, Musical America “Awaiting the Great American Opera” 

Finally, into the musical sawdust circle leaped Otto H. Kahn, liberal patron of the 
arts, with some liberally misquoted remarks on jazz which many people reported as an 
invitation for some aspiring young genius to composer a jazz opera for the Metropolitan’s 
classic stage. 

1925 – May – Arts & Decorations –“The Three Emperors of Broadway” 

In the golden opportunity for popular writers to base their harmonic themes upon 
a more serious plane, as told by the hopeful promise held out of jazz opera given a 
possible production during the course of this coming year by the stimulus of Mr. Otto 
Kahn, musical director of the Metropolitan Opera Company, whose interest in such an 
enterprise will precipitate a long-felt though faint movement in this direction. So far a 
greater effort in this field, the chance is given to these three men as the outstanding 
experts and to other jazz writers of today to register their musical originality in a higher, 
fuller form. 

Who will achieve this initial step and win the golden opportunity that awaits the 
creator of this first American jazz opera? Will it be Kern, Berlin or Gershwin who will 
succeed in registering their rhythms and basic themes up on a wider plane, or the 
American composer, John Alden Carpenter, of greater orchestral dimensions, who will 
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further carry out his initial efforts in this line? Who will win in this great contest, and 
whom shall we recognize as the budding genius whose richness of harmonization has 
created a greater and more recognized field for our national American jazz music 
background? 

1926 – April 6 – Independent – “Jazz in High Places” 

Within the next few seasons we may expect to see, wedged in between “Pagliacci” and 
“Lohengrin,” the very newest and shiniest of jazz operas, for Otto Kahn intimated more than a year ago 
how sweeping and all embracing was the attitude of the Cazzaza regime toward all deserving American 
composers, whether they hail from the Littlefield Musical Conservatory or from Broadway. Arthur 
Hopkins has already negotiated for his own jazz opera, which is to be written by W. Frank Harling, 
whose “A Light from St. Agnes” gave the natives of Chicago something more than the menace of the 
Black Belt and the whereabouts of Ben Hecht to discuss. Mr. Hopkins choice was a wise one-and 
perhaps after hearing Gershwin’s flimsy little “135 Street” contraption, the only one. 

If “A Light from St. Agnes” is any indication of Mr. Harling’s attitude toward the use of jazz in 
opera construction, his view is by far the sanest of all those writing in that style, for in his work he uses 
jazz, not as an expression of a nation or a phase, but as the keynote of a character. The “Jazz character” 
in Mr. Harling’s opera is Toinette, a soldier, drunken product of the New Orleans underworld. The vile 
revelry in which she passes her life may easily be expressed by the vulgarity of jazz as we understand it 
today. But even here this woman is no more typical of America than is the bedraggled creature that 
straggles about the docks of Vera Cruz. 
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Roger Wolfe Kahn 

Roger was born in Morristown, New Jersey on Oct. 19, 1907 to a wealthy family, 
his father, Otto, was an international banker. Kahn had a talent for music and is said to 
have learned to play 18 musical instruments and started in his own orchestra in 1923 at 
the age of 16. Having his father’s blessing and wealth, he hired the most famous jazz 
musicians of his day to play in his band and to record with it. A list that included Joe 
Venuti, Eddie Land, Artie Shaw, Jack Teagarden, Red Nichols, the Dorsey brothers and 
Gene Krupa. The band recorded for Victor until 1929, then with Columbia in 1929-30 
and for Brunswick in 1932. 

Kahn not only was a good musician but also quite a showman. He always had fun 
conducting his orchestra. It is said that as the band was playing he would throw himself 
on the floor and wave his legs in the air. Once he became extremely popular and 
successful he tired of the band business and disbanded the group. He had a great interest 
in the young field of aviation. He earned his pilot’s license and eventually, in 1941 during 
the Second World War, he became a test pilot for the Gruman Aircraft Engineering 
Corporation. Kahn tested many of the aircraft used in WWII by American pilots. He did, 
in his later life return to conducting and composing. 
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In 1931 he married musical comedy actress Hannah  Williams.  They  were 

married at his family’s estate on Long Island, the marriage being kept secret from the 
public for about 2 weeks until Williams’ show Sweet and Low closed. 

 

Hannah Williams 
 

The couple was divorced 2 years later and after a short time Williams married boxing 
champion Jack Dempsey. Kahn married Edith May Nelson in 1933 and stayed married 
until Kahn’s death of a heart attack in New York City in 1962. His scrapbook is at the 
Jazz Archives at Rutgers University Jazz Library. While he was not a prolific composer 
he did write two hits, “Crazy Rhythm,” and “Imagination.” He composed two musical 
comedies, Here’s How and Americana, and a musical review Vogues of 1924. 

Kahn’s fame was such that he appeared on the cover of the Nov. 12, Vol. X, 1927 
issue of Time Magazine. 

Kahn rehearsed his group at the Kahn family mansion on 5th Avenue in New York 
and the band made its debut at the Bohemian Cabaret in New York City in 1924 
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MAY 5 - OUTLOOK 
 

ROGER WOLFE KAHN FROM RICHES TO RAGS by Ernest W. Mandeville. You 
have read many a tale of the poor boy who advanced "from rags to riches." Here is the 
story of a rich boy who went from riches to rags and at the same time established for 
himself a $2,500-a-week earning power at the age of eighteen. 

It is the story of Roger Wolfe Kahn, son of Otto H. Kahn, international banker  
and the largest financial patron of the Metropolitan Opera Company in New York. 

Two years ago, Roger, a scion of one of the wealthiest families in the country, 
against his father's wishes, determined to devote his life to furthering ragtime music 
through the medium of organizing and directing jazz orchestras. He waved  aside  a 
college course and all the advantages that would have been his through great wealth and 
"went it alone" in the jazz field. He plunged heavily, and accumulated debts of over 
$25,000. In two years he had paid back all that he borrowed, and is now making over 
$100,000 a year. He is already spoken of by critics of syncopated music as ranking with 
Paul Whiteman and Vincent Lopez, the leading exponents of American jazz. Quite a 
record for a boy of eighteen! 

The Kahns are a musical family. Roger's father is the majority stockholder of the 
Metropolitan Opera Company, and it is under his direction that the new home of our best 
opera is to be built on fifty-seventh Street, New York City. Roger's musical interest have 
always been in the popular jazz field. 

At the age of eight he began taking violin lessons. When he was eleven, he was 
not satisfied with the playing of only one instrument, so he spent every afternoon in 
Ditson's music store, where, on account of his family, they allowed him to select one 
instrument after another to practice upon. He mastered all the various types of 
saxophones and all the reed and string instruments. He is now acknowledged as being 
expert in eighteen instruments, including the guitar, mandolin, banjo, oboe, clarinet, and 
drums. His ability to change from one instrument to another and to play every musical 
instrument used in a jazz ensemble has been one of the features of his success as an 
orchestra leader. 

At fifteen years of age Roger struck up a friendship with the now famous Paul 
Whiteman, who at the time had an orchestra in the Palais Royal, New York City. Roger 
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went there night after night, fascinated by the music of the present "jazz king." Whiteman 
made a place for him in the back of the band, where the boy could study his methods and 
join in the playing of the various instruments. 

The following year Roger decides to have a jazz band of his own. He made an 
arrangement to take over Andy Lange's orchestra in the Knickerbocker Grill in New York 
City, guaranteeing Lange the full amount which he was then receiving for his   orchestra, 
$1,800 a week. 

Roger went to his father and mother with his plan, expecting their financial 
support. Both were violently opposed to it. They thought it a passing boyish fancy, and 
they did not relish the family name being connected with a jazz orchestra. Roger said that 
he must go ahead, anyway, with his dream plan of being a famous jazz leader. Convinced 
of his sincerity, Mr. and Mrs. Kahn gave their permission, provided that he would not use 
the family name and he would not appear personally on the cabaret floor as the leader of 
the orchestra. 

Roger determined to build around the nucleus of the Lange Orchestra the finest 
jazz ensemble in New York City. He offered the highest prices of any orchestra in town. 
He paid his musicians from $150 a week up, with the accent on the up. In this way he 
attracted the star performers of the other noted bands. But with these large salaries he 
found himself losing $600 a week from his Knickerbocker Grill engagement. He was 
forced to borrow $25,000 from his father to keep up operations. Broadway thought this 
'rich kid' an easy mark, and every one who had a wildcat theatrical or musical scheme 
cultivated young Kahn with the hope of getting some of his money. He fooled them all. 
He kept his head and doggedly held to his purpose of creating a notable dance orchestra, 
even though it continued a weekly financial drain on his borrowed money. He refused to 
be swerved from his course of any of the schemers. 

During this period of family restrictions from directing, playing, or using the 
Kahn name for his orchestra he called it "The Roger Wolfe Band." Every night he sat at a 
near-by-table, crazy with desire to join in the playing himself. He devoted long hours to 
rehearsals, arranging the musical scores, dickering for new men, and once in a while he 
broke over the bounds in the excitement of his orchestra's success and picked up an 
instrument himself and joined in the playing. 

The elder Kahns visited the Grill room and found that their son was really in 
earnest and that he had assembled a musical orchestra of real merit. Thereupon they 
relented and allowed him to play and to use his full name. 

Roger then arranged a deal with the Biltmore Hotel, where his orchestra  received 
$2,800 per week-the highest salary ever known for a steady hotel orchestra attraction. His 
contract with the hotel requires him to appear personally only when he wants to. He so 
loves the work that he is on the floor directing the orchestra almost every afternoon and 
evening. 

He then arranged to "double" his band into the leading vaudeville houses during 
the off hours at the hotel. By real showmanship ability he has made the orchestra one of 
the most popular features of New York's two largest vaudeville theaters, the Hippodrome 
and the Palace. He has had more "repeat engagements" at these theaters than any other 
orchestra in the country. Some weeks he plays both of the theaters together, getting a 
salary of $2,200 a week from each. 
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His next activity was to sign up for recording work with the Victor Phonograph 
Company. He now records for them the most popular dance numbers and receives $1,000 
for each recording date. At each one of these dates he makes about four records, and he 
has an average of one recording engagement each week. 

Not content with this prosperity and success, he opened a Broadway office for 
training and sending out sub-orchestras under his name, and he collects a personal royalty 
on each one. His orchestras are greatly in demand for social functions. Colleges now  
want the best New York orchestras for their proms, and they are willing to pay the prices 
necessary to get them Yale, Georgetown, Fordham, and Cornell have had Roger's 
orchestra. I am told that he gets $1,000 from each engagement-apart from the orchestra's 
fee-for his personal appearance. Two of his orchestras play at the Miami-Biltmore in 
Florida and the Seville-Biltmore in Havana, Cuba. 

His father has become very proud of the boy's achievements. He subscribes to six 
clipping bureaus and glories in the flattering press notices accorded to Roger. 

Roger has paid his debt in its entirety, and for a young man of eighteen has  
proved his worth as a financier on his own account. His personal banking account is now 
mounting rapidly. It was at first stated that his flash of success was on account of the 
Kahn name and consequent prosperity, but it is now admitted that he has won his place 
among the leaders of jazz orchestras on merit. 

How has the financial and popular success affected this boy just out of a private 
school? I found him very modest and genuine. He seems a very simple and unaffected 
boy. In financial matters, however, he has the mind of a banker of mature years. 

He works hard and long. He goes to his office at ten every morning. There he 
arranges engagements for his eight orchestras and rehearses with them. There he hires the 
musicians and makes the musical arrangements of the new song hits and works on his 
own song compositions. (He has written several popular successes) and on a musical 
comedy which he is preparing with Irving Caesar. He is also attempting to write a 
rhapsody based on the best of the Negro spirituals. He says that he wants to develop 
something typically American in music. His ultimate ambition is to conduct a concert  
tour similar to the one now being made by Paul Whiteman. 

All of these activities mean busy hours at the office until four in the afternoon, 
when he goes to the Biltmore to direct his orchestra for the tea dance. After dinner he 
returns to his office and works until late in the evening, when he goes again to the 
Biltmore to direct the orchestra until two in the morning. Between times he works in his 
vaudeville appearances and assembles his musicians for their phonograph-recording 
engagements. 

He is now an important figure of Broadway. Broadway has accepted him as one  
of its own. Broadway knows how that he is not a kid to be fooled, but the young man  
who has made his mark on his chosen profession. He has now reached that stage of 
popularity where one of the leading restaurants has named a sandwich after him. He told 
me in a very boyish way that he really does not like the ingredients of this sandwich, but 
that every time he lunches in that restaurant he feels compelled to order his namesake and 
to eat it with an appearance of satisfaction. 

In the career which he has chosen young Kahn has handled himself wisely and 
well. How many other songs of wealthy parents are there who at eighteen years of age, 
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thorough their own efforts, are receiving more than double the salary of the President of 
the United States? 

 
1926 – March 26 - Literary Digest -  “Debunking Jazz” 

 
"Roger Kahn, for example, who saddened a whole bright Autumn day for me by 

saying that he had read my article 'with great indignation,' also 'exposed himself,' to an 
interviewer, 'as opposed to the jazzing of classical music,' I myself would not go as far as 
that. If any jazzist will write me a musical commentary on something of Chopin's or 
Grieg's that is as witty as, say, J. C. Squire's parodies of Byron and Wordsworth, or Mr. 
Sidgwick's of W. B. Yeats's 'Innisfree,' or Brahms's treatment at certain points of a theme 
by Paganini, no one will be more pleased with his effort than I. All I object to is the 
practice of a very difficult and subtle art by think-fingered bunglers. 

 
1925 – Dec. 12,  Music News – “Our Jazz Symponism” 

 

Ashley Pettis 
 

Differs with Kahn on our jazz music - Ashely Pettis, pianist, says it should not be 
permitted in concert halls - plea for serious artists - real American composers are declared 
to be thinking in a new musical idiom. 

"Ashley Pettis, a young pianist who made his debut in this city (ED: New York) 
two years ago and recently returned from a concert tour of Europe, where in some cities 
he introduced the art music of America, gave out a statement yesterday, criticizing the 
tribute to jazz music recently made by Otto H. Kahn, chairman of the board of directors  
of the Metropolitan Opera Co. He said in part: 'It is almost impossible to calculate the 
wide-spread influence of Mr. Kahn's sweeping declaration that jazz music has a just  
claim to be taken seriously upon the great mass of the American public which takes its 
views on artistic subjects from those who are in responsible positions and are supposed to 
be correctly informed. The development of art music is separate and distinct from the 
work of the so-called jazz exponents. Jazz is nothing more or less than a distortion of 
every aesthetic principle. It is all right in its place - the cabaret and the dance hall - but it 
should not be permitted to invade the sacred precinct of our concert halls. Every loyal 
American looking forward for the artistic development of this nation as a people should 
condemn such efforts to lower American standards of art.' 

"The tribute to jazz music which Mr. Kahn made and to which the pianist refers, 
was in a speech by the banker last Tuesday at the Brooklyn Chamber of Commerce, in 
support of the Brooklyn Little Theatre movement. At that time he said that any 
movement, such as jazz, ;'which bears so obviously the American imprint, which has 
divulged new instrumental colors and values which has taken so firm a footing in this 
country and is an object of such great interest to foreign musicians visiting here, has a  
just claim to be taken seriously.' 

"Are we to disregard the work of the serious American composer as though he 
were non-existent,' Mr. Pettis went on to say, 'and elevate the jazz-mongers of Broadway 
to immortality. The real American composer, although thoroughly grounded in the past, 
is thinking and working in a new musical idiom, which is by no means a rehash of 
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Wagner, Strauss and Debussy, as Mr. Kahn seems to believe, since he spoke of a jazz 
band "having more claim to be ranked as an approximation to American art than a 
savorless grand opera composed with painstaking erudition and technical impassability 
after the model of Wagner, Debussy or Strauss." 

"The jazz composer is not a trained musician, nor generally speaking, is he able to 
create a new jazz number without the assistance of others. He is neither artist nor artisan. 
He knows what will appeal to the Broadway public. He must tickle their senses. He must 
make them scrape their feet on the floor. This does not in any way express American 
ideals or aspirations and is no more a part of our music than the Broadway slang, which is 
equally as colorful, is a part of our written language. Jazz may be compared with our 
caricatures and cartoons. If we must have jazz in Carnegie Hall why not have collapsible 
seats and permit the audience to express the emotion which jazz arouses, which are only 
physical. All great music has been founded upon folk music, but this music has always 
had a spiritual significance. Jazz has no such significance, and if the characteristics which 
account for its existence were eliminated it would no longer be jazz.' Mr. Pettis 
supplemented this statement by telling of the favorable reception given to the art music of 
America in the various cities of Germany like Dresden and Hamburg, and in many  
places, he said, it was heard for the first time with great interest. 'Foreign artists, as a  
rule,' he concluded, 'like to see America backward musically, because they reap the 
benefit of it.' " 

 
Royalty has long had a weakness for drumming. Our nearest approach to a royal 

drummer is young Roger Wolfe Kahn, who, though heralded as one playing a wicked 
saxophone and plucking a mean banjo, became a member of the New York Musicians' 
Union as a snare drummer. But we have recently entertained a real royal drummer in the 
Prince of Wales. The future King of England goes in for all sorts of moral amusements. It 
is not strange, therefore, that in this heyday of instruments of percussion he should 
develop skill as a trap drummer. 

During his service in the English Navy his royal highness was the drummer in 
many a band concert aboard ship. He became adept in military drumming and learned to 
read and play standard selections with the best of English and American drummers. 

 
1925 – Jan 30 – Literary Digest – “King Jazz and the Jazz Kings” 

 
The range of prices for musicians is so great it is impossible to figure from a 

purely salary basis. You can hire a jazz orchestra for fifty dollars an evening - and up, 
with the accent on the up. 

Moreover, it is pointed out that jazz is breaking down social barriers in a way that 
to some beholders is alarming, while to others it affords an encouraging foretaste of the 
brotherhood of man. Some of the wealthiest and most stable families in the country have 
been drawn into the jazz maelstrom in one way or another. Now we have the eighteen- 
year-old son of Mr. Otto H. Kahn - "banker, international financier and New York's 
greatest patron of grand opera" - becoming a jazz king on his own account and making 
more money than he knows what to do with. And anon we read of Miss Ellin Mackay, 
daughter of Mr. Clarence H. Mackay - "pillar of high finance and President of the Postal 
Telegraph Company' - braving her father's displeasure to become the runaway bride of 
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another jazz king - Irving Berlin, whose first bid for fame was made as "the singing 
waiter" at "Nigger Mike's" Chinatown saloon and restaurant. Of young Kahn's case we 
read: 

There is a boy who will not reach his nineteenth birthday until after this is printed, 
who is making more money in a year than the President of the United States receives. 
This boy is Roger Wolf Kahn, son of Otto H. Kahn. 

The boy is making so much money he doesn't know just how much - because, no 
matter how fast he makes, it he is pouring it out hiring the highest priced jazz artists in  
the country, and promoting jazz de luxe. His newest idea is the Club Fifth Avenue - the 
last word in New York night clubs, five-dollar cover charge and everything extra, 
probably a gold padlock for each guest. 

The proposal to raid upper Fifth Avenue and establish the first night club in the 
midst of exclusiveness furnished another thrill to New York - and another jar to the Kahn 
family. In fact, the big project was held in abeyance, waiting the consent of the father. 
But, since young Roger Wolf has not yet lost an argument, the Club Fifth Avenue project, 
which is intended to give New York's most exclusive set the same chance to have fun as 
the rest of the people, probably will go over; and, as a financial proposition, it is the 
soundest of them all. 

In addition to organizing and directing the world's highest priced (and, some 
musicians declare, the best) jazz orchestra, directing and controlling twelve others,  
writing songs and composing musical comedies, this boy is organizing and laying plans 
for a great semi-symphonic orchestra to develop the fox trot theme and to place jazz on a 
higher standard as a distinctive type of American music. 

I wanted to see this young fellow who dropped out of society and amateur music 
into the middle of Tin Pan Alley and caused a splash that startled the musical world, who, 
in a year and a half, has built up a musical organization rivaling those of Paul Whiteman 
and Vincent Lopez, and threatening to pass them. 

Bert Cooper, who has helped manage young Kahn's affairs, made an appointment 
with me for eleven o'clock. At that hour I found the office of Roger Wolf Kahn - the  
name blazoned on the windows larger than the lettering on his father's bank, and just as 
big as that of Irving Berlin, whose office is up-stairs above it. A young fellow was alone 
in the office. I asked for Mr. Cooper and, as he ceased straightening up the desk, the boy 
said: 

"Mr. Cooper will not be down to-day." 
"May I leave a note for him?" I asked. 
The boy scurried around, found paper and pencil, placed a chair for me at a desk, 

and for half an hour kept busy waiting on me. Then the publicity manager came in, and 
knew me. So we sat down and talked of Roger Wolf Kahn, his past, present, future, his 
morals, his manners, his prospects - discussing him freely and somewhat breezily. I 
noticed the boy seemed as delighted as a mischievous kid and I became suspicious. 

"Is this Mr. Kahn?" I demanded. 
Yes - I thought you knew him," ejaculated the publicity man, as he introduced us. 
"I thought you were the office boy," I exclaimed. 
The youngster threw back his head and burst into a genuine laugh, tickled to death 

that he had put it over. 
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"Well, he said finally, "I'd make good at it, wouldn't I? Wasn't the service 
satisfactory?" 

Young Kahn had to smash through the barrier of wealth, of social standing, of 
musical prejudice, to get started for the goal he had selected for himself. The Kahn family 
is musical. The father, Otto H. Kahn, has for many years been America's greatest patron 
of grand opera, and he is just as conservative as grand opera and banking will make a 
man. When it was announced that his son, then just seventeen years of age, had organized 
a jazz orchestra., was planning to make his debut as leader of his own orchestra at the 
Knickerbocker Grill, and that he intended to get into the business of improving the breed 
of jazz, the father put down a well-shod but fairly emphatic foot. Coincidentally, the 
musicians' union put down both feet and, as a result, Roger Wolf Kahn (himself, in 
person) did not appear at the Grill as advertised. 

He lost that argument temporarily. But he did not change his mind. Instead of 
being discouraged, he went before a committee of the musicians' union, took an 
examination, qualified as drummer, and, after satisfying the committee that he understood 
orchestral drumming, he played half a dozen instruments for them and became a qualified 
member of the union. 

Once convinced of the boy's sincerity, the Kahn family encouraged and backed 
him, so the delayed opening was a big success, with a brilliant assemblage present, led by 
his father and his father's friends. Roger Wolf Kahn, at seventeen, stepped onto the 
leader's stand and waved the highest priced baton in musical history. 

How he convinced his father of the soundness of his idea he alone knows - but he 
knew more about the situation and the financial possibilities of the jazz than his father 
suspected and we are told further: Roger Kahn does not claim the leadership - yet. He 
says Whiteman is the leader in organization and financially, but when his own plans are 
complete, Kahn will, I believe, assume the supreme position. He is working toward the 
organization of a great semi-symphonic orchestra that will develop a distinct and higher 
type of American music. 

Once convinced that the boy's ideas were practical, Otto H. Kahn encouraged and 
backed him to the limit. It may have jarred him to hear drums, oboe, and saxophone 
jazzing the Meditation from Thais, but he did not weaken. The boy showed surprising 
aptitude for business and for organization. Instead of proving a "sap" for the Broadway 
"wise ones," he convinced even the hardest boiled eggs in Tin Pan Alley that he "is the 
goods." He opened an office, selected efficient aids, and proved himself an adept in 
choosing musicians. He abandoned his plan of going to college at Princeton, and decided 
to devote his life to music, and to the development of what we call jazz into a distinctive 
form of American musical expression. 

He organized his own orchestra, which he leads in person at the Biltmore twice a 
day. It is the highest paid jazz orchestra in the world, and composed of artists chosen  
from the best bands in the country. Besides that, he controls the new porters, the Dopey 
Dozen, the Society Serenaders, the Mayfair Melodians, a female orchestra called the 
Debutantes, and several others, and is ready to supply jazz wholesale or retail, day or 
night. He asks and receives higher prices than any one in New York. My guess is that, 
after paying the highest prices to performers, he is making about two thousand five 
hundred dollars a week. Which is fair for a nineteen year-old boy. 
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Among the songs he has written are: I Love You Sincerely, Nobody Loves Me, Let 
Me Be the One for You, Why? And a pretentious composition called Pep. 

His greatest triumph he believes, lies in the fact that he persuaded the Biltmore to 
rescind its rule requiring formal dress for all evening dancing and dining. As we read: 

He argued against if from the time his orchestra was selected to play the dance 
music, and finally triumphed, so now visitors who have left their formal clothes at home 
may dance to his music. He thinks jazz and formal clothes often make a discord. 

"I don't know when I started in music," he told me. "Ever since I can remember I 
loved it. There was something in me that made music. I commenced with the violin when 
I was six years old and worked on it thirteen years. I took up drums and studied 
symphonic drumming for two years. I tried almost every instrument. For a long time I  
was an outsider, an amateur, I happened to be the son of a rich man, which is a good  
thing or not, according to the way one uses or abuses it. The real musical  fellows 
probably thought my love of music was just the fad of a rich man's kid. I did not know 
how to get acquainted with them. I used to slip away, so no one would know who I was, 
and try to get acquainted. After wandering around, I used to go to Ditson's store, where 
they knew me, and loaf around, playing all the different instruments. I found the 
saxophone there, and in playing it commenced to realize its possibilities. I got acquainted 
with some musical fellows, too. Probably it was the saxophone that gave me the entree to 
the best jazz circles. 

"My career? Well, my ambition is to organize a great semi-symphonic orchestra, 
something after the style of Paul Whiteman's. I think Whiteman was the first really to 
understand jazz and to realize the possibilities of the fox-trot vogue; to take it seriously. I 
believe he was right. None of us understands it fully; the new music is in a developing 
stage, and from it something new and fine will come. 

"I am working now on a symphony adjusted to the popular vogue; a sort of 
Americana. I am working some of the best of the Negro Spirituals into the main theme, 
and try to develop something typically American in music. It may be I am not the one  
best qualified to do this, and that some great genius will arise to perfect it. 

"We are not fully up to the possibilities of this new type of musical expression. 
There are glaring faults, musically, in most of the jazz, and these faults must be 
eradicated. Some one will do it, and I want to contribute something toward its 
development." 

Is he learning the game? Listen! 
"We're not off the nut yet. But we're coming." 

 
Quotes from Books 

 
The Night Club Era 

The doings of Roger Wolfe Kahn, son of the banker Otto, who lost a lot of money 
on his night club, “Le Perroquet.” 

 
McCarthy Big Band Jazz 

Glenn Miller, who was out to emulate the sound of the then enormously popular 
and commercially successful Roger Wolfe Kahn Orchestra. (page182) 
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Tommy Dorsey – from 1925 alternated working in big bands such as Whiteman, 
Roger Wolfe Kahn and others (page 219) 

Artie Shaw – Toured with Roger Wolfe Kahn in 1933 (page 261) 
Along came Roger Wolfe Kahn, son of millionaire banker and philanthropist Otto 

Kahn (and co-composer of the popular standard “Crazy Rhythm”), with plans to form a 
new band for an engagement at the Pennsylvania Hotel. Kahn’s mid-20s orchestra, 
resident at the Biltmore, had been the talk of New York, with Miff Mole, Joe Venuti, Vic 
Berton, and trumpeter Leo McConville among its stars. Jack Teagarden, subbing for 
Mole, took his first major recorded trombone solo on a 1928 Kahn session. 

Now Kahn was building a brand-new band with a brand-new book – one that 
called for the lead alto to play the jazz clarinet solos. The socialite-leader’s choice for that 
chair was Artic Shaw. But Shaw, his finances still shaky after the auto accident and its 
aftermath, was determined to be hired only on his terms, which started with the – for  
1932 – outlandish weekly salary of $500. 

“I told him, ‘I want ten weeks half-pay in advance, and the rest while I play.’ He 
gave it to me. I changed the money into five-dollar bills and took it home. Claude 
Thornhill and his wife Polly were living in the same building: he’d come in from 
Cleveland and was waiting out his card. I knocked on their door, and when Polly opened 
it I went ZAP! Tossed it all in the air. I don’t know how many bills there were, but it was 
quite a pile. Claude stood there, stunned. He couldn’t believe it. He kept yelling, ‘Is this 
real? Is this real?” 

It was a good band, with Charlie Teagarden, Larry Binyon, and drummer 
Chauncey Morehouse among the sidemen and arrangements by Thornhill, Arthur Schutt, 
Bill Challis, and even a seventeen year-old Eddie Sauter. They played Boston and 
Atlantic City, did six weeks at the Grill Room of the Pennsylvania Hotel (Roger would 
leave and we’d play the blues – the waiters and the rest of them hated us”). After which 
most of Kahn’s sidemen – but not the leader – signed on for the pit orchestra of the 
Gershwin show Pardon My English. After tryouts in Boston it opened in New York on 
January 20, 1933, and lasted only forty-six performances. Kahn reassembled his men that 
spring for a month at the swanky Club Forest, in New Orleans – but that was the end of 
the road. The leader, a new wife at his side (a brief marriage to singer Hannah Williams 
had come and gone in 1932), sailed for Europe on august 5, 1933.” 

Shaw: Roger Wolfe Kahn was like that. He was a dilettante, a rich kid, and he got 
bored with it. I don’t believe in dilettantism: the one nice thing about music not being 
supported is that either you make it work or you don’t. That’s part of the dues you pay. 
The guy who can afford to do it because he’s subsidized doesn’t really know the value of 
strife. 

 
Lost Chords 

Miff Mole – Roger Wolfe Kahn, 22 year old son of millionaire banker Otto Kahn, 
hired Mole for good money to play in an all star band he was putting together he was 
putting into the Biltmore Hotel. Miff stayed with Kahn 18 months – on condition that 
Miff could also continue to record as a freelancer. Page128 

Miff, with characteristic look of competitiveness, had even sent the newcomer 
(sic. Teagarden) in as a ‘sub’ on a Roger Wolfe Kahn date in March of 1928. Teagarden’s 
chorus on “She’s a great, great Girl,” generally considered his recording debut, created  a 
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sensation when it was issued and did much to fix the Texan in the minds of potential 
employees for whom, before this, the ‘hot’ trombone men of choice were Mole and 
Tommy Dorsey. 

Vic Burton (sic. One of the great drummers in this era) played with Roger Wolfe 
Kahn. – Page 140 Eddie Miller – put in a few months with Kahn – page 140 

In late 1925, the most commercially successful white orchestras playing for 
dancing apart from Paul Whiteman’s were those of Roger Wolfe Kahn, Ray Miller,  
Isham Jones and the New York based California Ramblers. – page 321 

Glenn Miller – fashioned his arrangements after the successful New York  
‘Society Band of Roger Wolfe Kahn, who employed such to jazz man as Miff Mole and 
the violin/guitar team of Joe Venuti and Eddie Lang….As Goodman put it in “The 
Kingdom of Swing,” the Kahn band’s arrangements ‘were pretty complicated. They  
might not sound so now, but they were for us, especially as (our) level of reading ability 
wasn’t very high. As Benny told it, the band finished at the Southermoor at 2 am the  
night before a recording date, then started rehearsing the new score. “It took us until 6 am 
to get them in shape,” he said. The session was scheduled for nine. 

Sure enough, the sound is clearly on the Kahn model, replete with a pair of violins 
played by Pollack’s cousin Alex Bellen and a prodigy named Victor Young, who had 
studied at the Warsaw Conservatory in Poland and already gained experience on the 
international concert hall circuit. It’s a well crafted score, though the intro built on the 
whole tone scales, seems at first to lead nowhere: it just stops, and the saxes then state the 
melody over muted brass punctuations and a violin counterline…Mole, Miller’s own  
Miff Mole – like interjections in the bridge reinforced the sense of similarity to the Kahn 
band. Page 322 

George Van Eps “Banjo Bullet” built a crystal set. One of the first things he 
brought in was a broadcast by the Roger Wolfe Kahn Orchestra playing in the 
Pennsylvania Hotel Grille. They were in air every night, on WEAF/WJZ. Joe Venuti and 
Eddie Lang were in that band. Even as horrible as the sound was on our little crystal set, I 
would hear the sound of the guitar. It had a singing quality. 

 

 
After demonstrating the tenor & 5 string model (George became a banjo 

manufacturer) at the Pennsylvania Hotel, going to dinner down to the Grille we went, and 
there was the Kahn Band. This marvelous band with Arthur Schutt, Joe Venuti, Vic 
Burton, Alfie Evans – all those great guys in it. And Eddie Lang. There I was, looking 
right across the dance floor at my idol. 
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Ben Pollack: a lot like Roger Wolfe Kahn’s Band – they had a million instruments 
and all sorts of woodwinds like oboes & flutes and things. And it looked sharp! Well, 
Pollack took one look at them and decided that we had to have all that stuff too. Page558 
Fred Van Eps had come prepared with a surefire way to entice not only Lang but the 
entire Kahn band up to his suite when they finished playing. “He made the most 
marvelous corn whiskey,” said George. “meticulously blended, as you’d expect, 
absolutely safe – and ‘200 proof.’ He’d brought two gallons of the stuff in with him and 
served it with grapefruit juice to all the people he knew who came into look at the 
instruments. 

“On that first night, when the band finished at the Grille, why, up they came, fast 
as you could imagine.” What started as an informal gathering soon developed into a jam 
session, the Van Eps boys joining in, and lasted into the wee hours. When things finally 
broke up, Lang was quick to notice young George eyeing his Gibson L-4 guitar. It was 
then that he asked the fateful question and got the boy’s tremulous reply.’ 

“Naturally I didn’t get any sleep that night.” Van Eps recalled, “I had the guitar – 
and that turned out to be the end of the banjo for me. Not long afterward I went to a  
music store in Newark, where I’d been told I could get a discount. I bought a forty-dollar 
Martin guitar – I couldn’t afford one of those Gibsons. But it was enough: I was on my 
way.” 

Several critics, Max Harrison among them, have speculated that Eddie Sauter may 
have written the “Sobbin’ Blues” arrangement. Certainly Sauter, who wrote  several 
scores for Roger Wolfe Kahn while Shaw was in the band, was by 1936 an established 
craftsman page 821 

The information thanks to Kahn’s meticulously detailed scrapbooks, now on file 
at the Institute of Jazz Studies at Rutgers University. The Kahn orchestra also made a 
one-hour vitaphone short in 1932, released as Yacht Party. (Sic: In this short he piloted  
an airplane. Shaw is visible in several shots of the band and solos on several numbers, 
notably a lively “Way Down Yonder in New Orleans.” 

 
The Kahn show “Here’s Howe (5-1-28) was not a ‘hit’ but the one bright spot was 

the song “Crazy Rhythm.” The plot: Joyce Baxter is a stenographer at the Tredwell  
Motor Company. Her boyfriend, Billy Howe also works there as a mechanic. Together 
they want to build a combination tearoom and gas station on the Boston Post Road. Joyce 
accompanies her boss on a trip around the world. Billy insists that Joyce go on the trip. 
They meet months later in Havana and she finds out that Billy has become wealthy by 
gambling. Billy loses his wealth and the finale finds the two standing on the Boston Post 
Road, poor again – but hopeful. 

Kahn and Joseph Meyer wrote the score with lyrics by Irving Ceasar. The song 
Crazy Rhythm was sung by orchestra leader Ben Bernie with Peggy Chamberlain and 
June O’Dea. The song that was used throughout the production- Imagination - was to be 
the hit but was over shadowed by the song Crazy Rhythm. Bernie’s orchestras played 
most of the music on stage. He received good reviews for his performance. 

 
Crazy Rhythm 
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Americana opened on Broadway on October 20th, 1928. The show met with 
almost instant failure. Kahn wrote most of the music and performed it with his orchestra 
in the pit. No hit song came from the show and perhaps the most interesting item was that 
George Gershwin’s sister Frances, was in the show as a singer. The aging Rosamond 
Johnson who was so prominent is earlier black musicals returned to Broadway in this 
show. The show did use two choruses, one white, and the other black. The review 
satirized talking films, the Chicago gangster era and other topics. The review had all the 
players on roller skates. (Sic. I wonder if Andre Lloyd Weber knew this.) One satire was 
on the new law of New York City that required the city’s taxi drivers to hang their picture 
in their cabs. 

 
Grumman Aircraft Engineering Corporation. 

 

Dave Scheuer was an engineer for Grumman and later joined the “Blue Angels.” 
He has an article entitled “My Unusual Boss.” 

 
“My boss, Roger Wolfe Kahn, was an unusual man, indeed. It was he who 

provided the backing and encouragement from Grumman Corporation that I needed to 
support the Blue Angels as I was able to do.” 

 
Scheuer wrote in the New York Times of July, 1962: 

 
“Roger Wolfe Kahn dies at 54; Orchestra Leader and Test Pilot 

In recent years, his interest in aviation had overshadowed his activities in the field of 
music. He had served as a test pilot and service manager of the Grumman Aircraft 
engineering Corporation and as a vice-president of the Institute of Aeronautical Sciences. 

He was still remembered best, however, by many New Yorkers for the story of his 
marriage in 11931 to the musical comedy actress Hannah Williams. Miss Williams was 
appearing in “Sweet and Low,” a revue at the Forty-Fourth Street Theater. She and Mr. 

Kahn were married by a justice of the peace at the Kahn Estate, but the union was kept 
secret for two weeks while the bride continued to appear in the show. 

Mr. Kahn organized his own jazz band before he was 17, and played clubs, hotel 
and vaudeville engagements. He composed several songs and performed on a variety of 
instruments, including saxophone, clarinet, banjo and violin. 
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He became interested in aviation not long afterwards and after five years as a 
private pilot, among which time he was the owner of many expensive airplanes, he  
passed the examination for a transport pilot’s license. 

Mr. Kahn joined the Grumman organization as a test pilot in 1941, and tested the 
Grumman Wildcat and Hellcat fighter planes, which were credited with an important role 
in the Pacific in World War II. He also tested airmail pick-up devices that proved of 
considerable value to aviation. 

Many musicians and singers who became noted in their fields played or sang in 
his band. Tommy Dorsey, Artic Shaw, and Morton Downey were among them. (Sic: also 
Red Nichols and Gene Krupa) 

A member of many aviation and test pilot groups, he had served as vice president 
of the Wings Club and belonged to the Quiet Birdmen and the National Aeronautical 
Association. 

He also wrote the score of two musical comedies: “”Here’s Howe,” and 
“Americana,” and for the revue “Vogues of 1924.” 

Mr. Kahn was the first band director at the Claremont In and Riverside Drive and 
124th Street when that establishment was remodeled and reopened by the city in 1934. 
Among Mr. Kahn’s better-known compositions were “Crazy Rhythm” “Nobody Love 
Me,” and “Imagination.” Mr. Roger Wolfe Kahn died on July 12, 1962 at age 54. 

 
Arthur Schott - 1902-1965 

 

 
Arthur Schutt began his career accompanying silent films on the piano.  He 

played with the Paul Specht Orchestra in 1918 for several years. Throughout the 1920s he 
worked with numerous bands including the Roger Wolfe Kahn Orchestra. He moved to 
California and worked as a studio musician at MGM. He died in 1965. 
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Paul Specht 

Within the realms of the dance music of the 1920s Paul Specht’s band was one of 
the nations big 3 – Vincent Lopez, Paul Whiteman and Specht. Being so famous and 
well-known his band was chosen to play for President Hoover’s inaugural ball. His band 
was the first orchestra to broadcast for RCA, the first to broadcast  over  a nationwide 
radio network that included 109 stations. In the New York Clipper Specht remarked on 
his broadcasting on station WEAF, the first exclusively ‘hot’ unit was broadcasting on a 
regular basis: “Radio, is the greatest method for exploiting anything man has ever 
invented. It is the one perfect medium for bringing out the best artists and music.” 

Paul Specht was born on March 24, 1895 in Sinking Springs, Pennsylvania to a 
father who was a band leader playing violin and the organist for the local church. Paul 
was a child prodigy and gave concerts at a very early age. His father taught him to play 
the cornet so that he could be in the Sinking Springs Concert band. He was also taught 
violin by Harold Bechtel. As a youngest he sold newspapers but began playing in local 
bands on the weekends. He graduated from high school at age 15 and began to study at 
Perkiomen Seminary for the priesthood but continued to play piano while at  the 
seminary. He soon became a favorite entertainer there as he played ragtime piano in his 
free time. He left the seminary to study piano, violin and counterpoint at the Coombs 
conservatory in Phil. 

He then organized the “American Collegians’ touring extensively in the Western 
part of the country. This was around the World War I era. Following a gig at the Hotel 
Alamac in Atlantic City he then appeared at the Hotel Addison in Detroit. In 1922 his 
“Serenaders” accompanied Vaughn de Leath in a radio broadcast in Detroit. At one time 
in Reading, Pa. he played, on violin, with pianist Chester Wittel and cellist Paul Sechnist 
at the Berkshire Hotel, the Arcadia Theatre (734 Penn.) and at Loew’s Colonial. 

Shortly after he moved to New York City where the band was quiet successful 
They appeared at the State Theater and started on the Keith Circuit with equal success. 
The band then took residence at the Hotel Astor, playing for dancing in the ballroom on 
the hotel roof. The Columbia Graphophone company signed the band to a recording 
contract and as a result received wide publicity and exposure. The average age of the 
band members was 22 years old with every member a conservatory trained musician. 

On Sept. 14, 1920 the Specht band broadcast live dance music on a local Detroit 
radio station. Within a few months, dance music had become a popular radio staple. 
Radio stations began broadcasting band remotes from dance halls, restaurants and other 
venues, the broadcasts were usually uninterrupted by commercials. 
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Around 1922, Specht opened a booking office at 1591 Broadway at which time 
was under the direction of Joe Samuels, who placed booking in Europe, Australia and 
china. Specht placed two bands in England in 1922 – “The Criterions” and “The Frisco 
Syncopators.” He secured a contract in England to send orchestras and was expected to 
also bring his own band to London. The other two bands arrived in England aboard the  
SS “Majestic” on Sept. 23, 1922. 

On May 28, 1923, Specht arrived in England on the SS “Aquitania.” The band 
began playing for the opening of the new “Lyons corner House” in  Coventrey  St., 
London on May 30, 1923. While there they appeared on a vaudeville program at the 
Alhambra. The ‘band within a band’ the Georgians was led by Frank Guarente which 
concentrated on ‘hot’ numbers while the larger group “The romancers” specialized in 
waltzes. (Sic: This band within a band was used in early New Orleans Bands. Ex: The 
name of one of the early bands – “The Pelican brass and string band” led by legendary 
James Humphrey.) 

 

July 1920 
 
Returning to America on August 11, 1923, sailing from Cherbourg. There began, in 
England a group that set out to stop American bands visiting England which later led to 
large problems and even the US congress voted on a bill to stop English musicians from 
coming to the US. 

Returning to the US Specht continued to add bands to his roster. His orchestra  
was booked at the newly-opened Hotel Alamac at the Congo Room with a deal to also 
broadcast radio programs on WHN. 

In June of 1924 a Specht band (under the direction of Hal Kemp from Univ. of 
North Carolina) called “The Carolina Club Orchestra sailed to England on the 
“Berengaria” was not allowed or given a permit to play in England. A cable reached the 
boat when in the middle of the Atlantic on July 19, 1924 telling them they did not have a 
permit to perform in England. On board was The Sec. of State Charles Hughes.   Pressure 
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was exerted about the problem and 2 days after arriving they were finally granted a 
permit, while still more pressure was added on July 28th. The orchestra played at the 
Piccadilly Hotel which was holding “An American Week during August. 

 

 
When Frank Guarente was added to the band by Specht to come from Europe to 

play with Specht in the US he was refused admission, locked up overnight without food  
or drink. He was not allowed to contact Specht and sent back to France. The American 
AFM countered with a refusal for English bands to enter America. Specht returned from 
England on the same boat that was sailing the Prince of Wales. The Prince was a jazz fan 
(playing drums) and heard the Specht band on this voyage. There was trouble with the 
boat’s booked band but they reached an agreement and the Specht band was allowed to 
play 2 hours a night at the request of the Prince, who was later to become King of 
England. 

Specht was awarded a contract with the Cunard Steamship Line which later would 
cause more trouble. He did have a contract to play on the largest ship of the line. 

Returning to Europe in Oct. of 1924 a band of Specht was sent there to play 
(called the “Lido Venice Dance Orchestra”) opened in Brussels in Oct. of 1924, then on 
to Berlin for 8 weeks. At the end of 1925 in Paris, they made a short appearance there and 
it was on to the Empress Room in London. They returned to Europe in the spring of 1925 
playing in Rome. The band returned to Berlin after which the band broke up on about 
June of 1925. 

In the meantime Specht continued to expend his agency. During this time Specht 
sent out a memorandum on how he expected his band members to behave – ‘Play your 
best, dress your best, and many other items’ This was on April 20th of 1926. 

Specht again sailed to Europe on the RMS Aquitania on April 13, 1926. Charlie 
Spivak was part of this band but did not sail as he had no passport and was left on the 

60



dock when the ship sailed... On April 23, the band opened at the Empress Room of the 
Royal Palace Hotel in Kensington. 

 

April 1926 
They returned to New York on June 26, 1926. During this time there was still 

trouble between England and American use of bands in their respective countries. Specht 
made no trips to Europe after 1926. 

Specht continued his successful career as a bandleader. In the late 1940s Specht 
contracted rheumatoid arthritis and retired. In his final years he lived in Greenwich 
Village in New York City. He took ill in 1954 and died at the Univ. Hospital on April 1, 
1954 at the age of 50. During this time he still was doing musical arrangements for radio 
and TV programs. He was buried at St. John’s Church Cemetery in Sinking Springs, 
Berks County, Pa. 
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Specht was a true pioneer in the dance band movement. Starting in Detroit with a 
six-piece group in 1916 the band business at this time was in its infancy. Within a few 
years he had enlarged his band to 12. During the early and mid 1920s his band was one of 
the best known in the business and a training ground for future big band musicians. A 
roster of band members included those who would eventually lead their own bands: Russ 
Morgan, Chauncey Morehouse, Arthur Schutt, Charlie Spivak, Bob Chester, Artie Shaw 
and Orville Knapp. He had been the first to be heard on radio. 

Specht did compose some songs – the best known was “Moonlight on the 
Ganges.” 

 

 
Also a novelty song “Who Takes Care of the Caretaker’s Daughter.” 
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Photos of Specht’s Bands 
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Specht publicity Picture Specht on boat probably on way to 

England 
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One of Specht’s appearances was with Gene Tunney the heavyweight boxing champion  
at a charity event: 

 
A charity affair was held at the Orange Armory, Corner of William and Center 

Streets, Orange, New Jersey. This reception was held Friday evening, October 29th 1926 
to benefit Our Lady of Lourdes Building Fund. Cost of admission was $1.50. But most 
exciting of all was the fact that Gene Tunney, Heavyweight Boxing Champion, was  
slated to appear in person along with Paul Specht and his London Orchestra. Paul 
Specht’s jazz/dance band was a phenomenon in its own right in the Roaring 20s. 

 

 
As with all popular figures we find a cartoon with Specht as its main theme: 
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Our artist’s impression of the famous Paul who, with his band, is playing for the dancers 
at the Empress Room, Kensington. Paul Specht, who runs forty orchestras in the States, is 
the sponsor of a bill before the Senate which aims at establishing a scheme for an 
international exchange of musicians. 

 
Slide Saxophone – 1922 

 
Probably the first demonstration of syncopated quarter-tone music ever played 

anywhere was presented during the program of dance and concert music by Paul Specht 
and his world famous orchestra over Station WOR and the Columbia Broadcasting Chain 
at 10:00 p. m. pm the evening of April 25. 

Specht played the following program consisting of his Columbia recordings one 
More Night, The Grass Grows Greener, Way Down Home, Let a Smile be Your  
Umbrella, We Ain’t Got Nothing to Lose, a novelty recording of southern folk songs titled 

67



Echoes of the South, and a grand new Broadway waltz titled Let’s Remember Yesterday 
featuring Johnny Morris, vocalist. The quarter-tone musical novelty will be included in 
another new Broadway tune titled, “Just a Little Different.” 

Specht uses a new invention of slide saxophone with slide cornets, string bass and 
tympani for his quarter-tone effects and a musical treat and innovation was served for the 
high-brows as well as the popular song fans! 

Jimmy Durante 
1893-1980 

To most Jimmy durante is known as a beloved comedian and movie actor, but in 
his early career he was known as “ragtime Jimmy.” His first success in show business 
was as a piano player and deciple of Scott Joplin. Getting caught in the jazz craze he soon 
was the pianist in the “Original Dixieland Jazz Band under leader Johnny Stein (also 
named “The New Orleans Jazz Band,” or “The Original New Orleans Jazz Band.” 

Durante was playing piano at a club called the Alamo located in Harlem. After 
hearing the LaRocca “ODJB” at Reisenwebers he invited them to play at the Alamo. 
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Durante had his friend Jonny Stein assemble a group of musicians and formed his own 
Dixieland Band which he called “Durante’s Jazz & Novelty Band. They recored in late 
1918 for Okeh and then for Gennett and recorded in 1920. Durante continued to record 
with other groups: “The Original Memphius Five,” “Ladd’s Black Aces,” “Bailey’s Luck 
Seven,” and “Lanin’s Southern Serandeers.” He also wrote some popular songs in a 
collaboration with Chris Smith. Included was the song “Let’s Agree to Disagree” which 
was recorded by Mamie Smith. 

 
Jimmy Durante’s Jazz Band New Orleans Jazz Band 

 
Achille Baquet-clarinet, Frank Christian-Cornet, Jimmy Durante-piano, Arnold 
Loyacano- guitar , Frank Lhotak-trombone. 

 

 
Jimmy Durante’s Original New Orleans Jazz Band, 1917 – Johnny Stein, Achille 
Baquet, Jimmy Durante, Frank christian and Frank Lotak. 

 
He then formed a vaudeville act called “Clayton, Jackson and Durante.” 
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Clayton (Louis Finkelstein), Jimmy Durante, and Eddie Jackson (Edward 

Jacobs) 
It was later that Durante bot his chance on Broadway appearring in the Rose 

production “Jumbo.” This kmade him a star.Into the 1930s durante began getting roles in 
movies, radion and finally his own TV show which became a classic. His closing was 
classic as he walked slowly through a number of small spotlights and saying “Goodnight 
Mrs. Calabash, Wherever you are.” He recorded one of the songs he became famous for 
“Inka Dinka Do” that became his theme song. 
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Earl Fuller 

Earl Fuller’s New York Orchestra 

Earl Fuller’s Rector Novelty Orchestra 
Circa 1918 

Earl Fuller was a New York pianist leading a dance band at Rector’s Restaurant. 
This band included Ted Lewis on clarinet, Walter Kahn on cornet, Harry Raderman on 
trombone and John Lucas on drums. The record contract that Fuller’s band received from 
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Columbia Records came about because RCA Victor Records, having lost the services of 
the ODJB, desperately needed another band to rival that of the ODJB, Victor contacted 
Fuller at Rectors and he got together a recording band. One of their first records included 
“Li’l Liza Jane,” and “Coon Band Contest.” 

Gunter Schuller in his book “Early Jazz” says: “disparaging the bands ‘ricky-tick 
rhythms’ and monotonous arrangements, conceded that the bands records still have a 
crude form of excitement. Cornetist Walter Kahn is very hard to take today. Moreover, its 
performances are structurally monotonous in their exact repetitions. Nevertheless, the 
band had a crude sort of excitement.” 

A description of the sound produced by the Fuller band and its comic effects state: 
“A terrific wail from the trombone starts the song (Slippery Hank) on his glide, and the 
rest of the jazz band noises are in kind. And if you think these are all the noises available 
for a jazz band, turn the record over and listen to the song on the other side (Yah-De- 
Dah). The sounds as of a dog in his dying anguish are from Ted Lewis’ clarinet. Notice 
the two little chords at the end of each number. This is how you know for certain that a 
jazz band is playing.” 

Fuller organized his jazz band at the time jazz music was becoming popular in 
New York City through his playing at Rector’s and recordings and this made  him 
famous. One promotional person stated: “Until you have heard one of Earl Fuller’s 
“symphonies in rhythm” you are a novice in the art of appreciating jazz.” 

While the ODJB was touring Europe their place on the American scene was the 
Earl Fuller Orchestra. The band tried to play music to take the place of the ODJB in New 
York at Rectors. Fuller was a percussionist, not just a trap drummer. Jazz had been 
introduced in New York as an entertainment and jazz bands tried to be just that – 
entertaining and even hilarious. The Fuller band was just that. There is a description of 
Fuller’s use of various percussion instruments in Variety as early as 1916: 

“Earl B. Fuller is the drummer of Banjo Wallace’s Orchestra at Rector’s. Wallace 
has a violin, a bass viol, piano, three banjo players and a drummer. It’s an odd 
composition for an orchestra and the drummer is not the least. Mr. Fuller claims, 
and appears to be justified from observation, that he has more traps than any other 
drummer in the country. His outfit cost him $1,000. Mr. Fuller says before he has 
completed it his investment will be $2,500. Fuller’s traps are of every conceivable 
description that a drummer could apparently employ. He merely uses them for the 
benefit of the orchestra, not for himself individually, as he is no spotlight 
drummer, although he could easily be that. The traps occupy 64 square feet of the 
space allotted to Rector’s for the orchestra. It’s worth looking over his collection. 
Many pieces of the apparatus are electrically worked.” 

We find an article in the Saturday Evening Post of Jan 10, 1925 that has a very 
good description of the percussive instruments used in one band: 

“A young nephew of mine with the call of the wild trap drummers in his pink ears 
came into money last winter. Prior to inheriting wealth this boy - Hector, by name - had 
been devoted to the classics and archaeology. Moreover, he was a shy young thing, 
exceptionally diffident.  He  possessed  a  #100  set  of  drums  and  traps  upon  which he 
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created an occasional uproar in private. But no sooner did his fingers clutch his legacy 
than he became the percussion department of the Hokeville Jazz Band. Whereupon he 
discarded his existing time-beating stock and ran amuck among the music stores. 

The Jazz Hound Goes Shopping 

As a prelude to his appearance in the professional field of reeds and rhythm, he 
made the following investments: Bass drum, $75; orchestra snare drum, $27.50; street- 
model snare drum, $20; foot pedal, spurs and cymbal holder thirty parts in all, $9; 
Chinese crash cymbals, $5; drum stand, $2.50; eight-inch triangle, $1.20. Total for the 
first debauch, $140.20. 

That was one day's shopping for my young Jazz Hound Lochinvar riding into the 
Wild West of modern music. On the morrow he started early and brought home this 
booty: Jazz brush and gourd, $2; castanets, $2.50; sleigh bells, $3.50; extra calf head, 
$2.50; one set of cowbells, $5 - a bargain; one wood block, $2; clog mallets, $1.25; 
tomaphone, $22.50; jazz sticks, .75; foot control snare muffler, $4; Chinese tom-tom, 
$7.50; Chinese musette, $1.50; tambourine, $4.50; anvil imitation, $5; improved 
slapstick, $1.25; railroad-train imitation, $3.50; rattle and clamp, $2.50; special pedal part 
to replace one broken, $1.65; horse's hoofs, $2; cow-bell, $1.25; duck quack, $2.50; crow 
call, $1.25. This miscellany, mostly mystifying to me, brought his total expenditure for 
instruments of percussion to $220.60. 

I called for an itemized statement, from which I derived the information here 
recorded; then I called a halt. 

"You're not a millionaire - only possessor of $286,000," I reminded him. "How 
much do you earn a night with your Hokeville Jazzers?" 

"Four dollars," the young hopeful replied; "but as soon as I get a better outfit I'll 
get a raise." 

"The neighbors tell me you are raising Cain right now," I suggested 
But he had hustled his plunder into his study and was engrossed in setting up the 

machinery. As his guardian, I had taken him under my wing and I was worried, 
justifiably so. 

Within a month he began to be moody. So did I. We were affected by different 
causes. He was not getting noise enough. I was getting too much. Then one night he 
reported jubilantly with "a complete set of sanitary imitations," including a dunghill 
rooster, a shanghai rooster, a bantam rooster, hen cackle, peacock, jay bird, baby cry and 
Bo White - all of which had been purchased for the insignificant sum of $6.50. He 
showed how they worked. Then he undid another package and produced some stellar 
imitations. Among them was a tunable cuckoo, price $4; a two-tone locomotive, $5; a 
three-tone tuning slide, $6; and a one-tone steamboat, $5. He proceeded to demonstrate 
on each of them. 

I went down to the club, seeking sympathy. Half the fathers in the smoking circle 
were going through the same experience. I found one comfort. I was the only guardian 
uncle so afflicted. My wife found small consolation in that. 

"Why don't you resign your guardianship," she suggested, "or send the boy to an 
asylum?" 
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The Prince's Wicked Drumstick 

Hector, my nephew, remained enthralled by new and excessively outrageous 
noises for nearly a week. I once asked him how he was getting along in school. He 
replied that he had been made solo trappist of the high-school orchestra. That disposed of 
me for a while, until Hector came home with the results of a bargain sale, to wit: a 
cyclone whistle, for $1.25; water-carrying whistle, $2; metal cuckoo, $1.50; Frisco song 
whistle, $2; bass drum electric heater, $5; snare drum electric heater, also $5; four kinds 
of bass drumsticks, $8; drum rain cover, $5; wire cymbal beater, $1; bass drum carrying 
strap, $1.50; cymbal holder, $1.50; drum case, $5; and trap tress, $16. 

As Hector had by this time spent more than $300 for his rare collection, I thought 
he would be content. But Bud Blivens, drummer with the Jazz-All-Night Syncopators, 
blossomed out with a flock of new contraptions. Bud and Hector were rivals. Hector 
announced that he would not be downed by the thumping Bud. So Hector promptly 
became possessed of a truckload of paraphernalia, as follows: 

One pair of kettledrums, with trunk, $300; one xylophone, with trunk, $175; one 
marimba, with trunk, $270; one large cathedral chime, with trunk, $275; one set of 
orchestra bells, $45; one harpophone, $85. There were several smaller pieces which 
Hector endeavored, ineffectively, to identify for me. 

I didn't pause to become familiar with the uses of each, for I was busy putting my 
foot down on Hector's purse strings. We have since indulged in more or less acrimonious 
debate, but I have refused to let him go further, even though he has proved to me that 
there are 200 other items, each of which is essential to his happiness and his artistic 
success. The two most important of these, in his eyes, are a horse's neigh and a nose 
blow.” 

By the early 1920s jazz was evolving into a different direction – from the shrill 
hilarity of bands like Earl Fuller to a more danceable music, especially with the 
popularity of Irene and Vernon Castle and their music director, J. R. Europe. 

For the first few months after World War I the jazz craze as it began in New York 
seemed to be waning. The slapstick clowning of the Earl Fuller Band style made it 
difficult to take jazz seriously – no longer popular were the entertaining vaudeville jazz 
bands. A dance craze was in progress and with the recording of J. Russel Robinson’s 
song “Margie” the style was changing and we have dances like the shimmy and other 
dance steps were becoming popular. The returning ODJB then developed a much 
smoother band style and they changed with the times. 
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In the Sept. 10, 1947 Downbeat jazz magazine we read an article on page 1 about the 
death of Earl Fuller: 

“Ex-Name Leader Earl Fuller, 62 

“Chicago – Earl Fuller, 62, famous band leader, pianist and composer of the first 
World War period, died of heart trouble August 19th at his home in Morrow, Ohio, near 
Cincinnati. Fuller, who composed Livery Stable Blues among others, and whose band 
was a contemporary Band, operated a night club in Cincinnati in his later years and at the 
time of his death was as real estate dealer in Morrow. 

Fuller’s band, essentially a ragtime band, became popular at Coney Island in 1915 
with such famous musicians as Ted Lewis and Harry Raderman, the latter of the famed 
“Laughing Trombone”. He reached the zenith of his popularity when, with the success of 
the ODJB at Reisenweber’s in New York. 

Many Hit Records 
This was in 1917, the same year many of his best records - Old Grey Mare, Beale 

Street Blues, Coon Band Contest, Lil Liza Jane, Slippery Hank and Yah-De-Dah – came 
out. It’s said the royalties Victor paid W. C. Handy for Beale Street Blues pulled Father 
Handy out of a tight financial plight. 

The Fuller band consisted of Earl at the piano and a clarinet, trombone, cornet and 
drums. He stayed with Victor until 1920 when he moved to Columbia and recorded under 
the title to Earl Fuller’s Rector Novelty Orchestra. By this time jazz had passed the Fuller 
Band by and their music became more and more the commercial type of the period. Their 
Columbia recordings were mainly of the pop tunes of the day. 

In addition to recording Fuller is known for a folio of rag compositions he 
published under the title “jazz classics”. 

After his Columbia recording days, Fuller dropped into obscurity, returned to 
Cincinnati to operate a night club and at various times lead a dance band. 
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Ted Lewis 

Ted Lewis, born Theodore Leopold Friedman was born in Circleville, Ohio on 
June 6, 1891 or 1892. Lewis began playing clarinet as a young boy and soon organized 
his own band by 1910. He joined the popular Earl Fuller Jazz Band in 1917 and became 
its featured soloist. In 1919 he again formed a band and secured  a recording contract 
with Columbia. Through his records he began to gain popularity in Europe. He was not 
considered to be an outstanding musician but surrounded himself with great musicians 
such as Benny Goodman, Jimmy Dorsey, Muggsy Spanier, Fats Waller, Jack Teagarden, 
George Brunis, Frank Teschemacher and others. Sophie Tucker also performed with 
Lewis. 

There are reviews written about the musical abilities of Lewis. He  probably 
should be known more as an entertainer and showman then a musician. One such 
description: “Strutting like a drum major - before his gaily-uniformed band - twirling his 
clarinet like a cane, a battered to-hat at a rakish angle on his head (when he wasn’t 
juggling it up an down his forearm); frequently inquiring “Is everybody happy?” “Yes 
Sir!” and putting over the lyrics of his songs in a droll parody of a worn-out ham actor.” 
It is said that Lewis got this phrase from legendary minstrel Ernest Hogan. 

A description of his clarinet playing compares it to “a dying fish flopping on the 
shore.” Regarding his vocal abilities tended to be less kind and generally end with 
“unbearable.” 

The success of Lewis and his band is attributed to Lewis’s abilities as a master 
showman. He recognized the musical talent in others. Any deficiencies that Lewis might 
have possessed are compensated by his hiring many of the greatest jazz musicians of his 
time. He has been labeled the “High-Hatted Tragedian of Jazz.” 

Lewis’s records were top sellers and his Goodnight recording featuring the sound 
of a muted trumpet was one of the best selling dance records of all time. He was chosen 
by a New York columnist as one of the five greatest showmen of modern times. Besides 
Lewis, the other four were Caruso, Will Rogers, John Barrymore and Charlie Chaplin. 

His signature - his high hat - is said to have been obtained in 1917. Lewis won it 
in a crap game with a colored cab driver named Mississippi. In 1927 he sewed a silver 
lining in the hat to fit the lyrics of a song written for him - Wear A Hat with A Silver 
Lining. 
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One account is that an old fashion horse & buggy hack (‘Missi’) whose area was around 
Central Park, wore a colorful big plug hat that inspired Lewis to feature a high hat in his 
act. 

 

Feb. 14, 1917 
 

From 1917 to 1967 Lewis was active in show business. At age 16 he began 
working in vaudeville gradually building a reputation as a good entertainer and 
respectable clarinetist. He had an act with a partner called “Lewis and Lewis.” In 1916 he 
formed his own, a five piece group initially as part of a comedy act. In 1917 he joined the 
Earl Fuller band. To counter the appearance of the ODJB at Reisenweber’s the Fuller 
band was booked at Rector’s. 

It was during this engagement that he began wearing his high hat and used his 
catch phrase “Is Everybody Happy?” The café hired Lewis with his own band. 

 
His most famous act was the performance of “Me and My Shadow,” using a ‘live’ 

shadow that followed behind and created every movement that Lewis did. 
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Probably the most famous ‘shadow’ was Charles “Snowball” Whittier, an African 
American dancer who spent several decades with Ted. Eugene Luigi, later to be a very 
famous and popular dance teacher on Broadway was, when he was ten years old, was 
Ted’s shadow. 

David Rockwell, the architect of the Kodak Theater said “My mother was a 
dancer in vaudeville. Do you know the Ted Lewis song “Me and My Shadow. She was 
the Shadow.” 

Jack Heynn wrote: “The band would play “Me and My shadow” and Ted would 
sing and do a sort of a soft-shoe dance, and just behind to one side was this little black 
fella, that followed him step by step, very entertaining.” 

 

Ted Lewis and his Shadow 
 

Another of his big hits and his ‘theme’ song was “When My Baby Smiles At Me” 
by Ted Lewis & Andrew Sterling (lyrics) and Bill Munro the music. 
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Early in Ted’s career he was using a light that produced a shadow. He got the idea 
of using a live shadow when he saw an usher mimicking his movements. This usher, 
Eddie Chester, became Ted’s first shadow. Probably the most famous ‘shadow’ was 
Charles “Snowball” Whittier, an African American dancer who spent several decades 
with Ted. Eugene Luigi, later to be a very famous and popular dance teacher on  
Broadway was, when he was ten years old, was Ted’s shadow. 
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Oct. 15, 1917 

 
By 1907 he was appearing with his brother Edgar in an act but soon Edgar left show 
business and Ted continued to perform in cabarets, burlesque houses and night clubs. He 
made his first appearance in New York City in 1911 as part of a trio “Rose, Young and 
Friedman  (Ted’s   real   last   name).   He   then   formed   his   first   musical   group   
Ted Lewis and His Nut Band.” The group played at Coney Island and their clowning 
made them an instant success. There he met stars such as Eddie Cantor, Irving Berlin and 
Al Jolson plus Sophie tucker, George Raft and George Jessel. He met Adah Becker a fine 
ballet dancer and they were married in 1915. They moved into a 15 room apartment 
overlooking Central Park where Ted loved to ice skate at the park’s rink. 

During his career Ted introduced into his act laughing trombones, a sobbing 
clarinet and hat-muted instruments. 

By 1919 he was appearing in the Greenwich Village Follies. During this time he 
recorded his first record and the following year recorded “When My Baby Smiles at Me” 
taking this song as his theme song. By 1920 he was considered one of the to entertainers, 
one of the top selling artists on recorded and one of the most popular bands in New York. 
Recording with such artists as Ruth Etting, Fats Waller and in 1926 a record with Sophie 
Tucker that became one of the most popular songs of the era “Some of These Days.”  
Soon the band was playing overseas in Europe and became an international star. AS he 
continued to make records he added such great jazz artists as George Brunies, Don 
Murray and Muggsy Spanier. In 1929 with the band making their first move “Is 
Everybody Happy” when a car accident took the life of Murray. In turn the band featured 
clarinetist Frank Teschemacher and Jimmy Dorsey. Lewis announced his retirement in 
1930 (the first announcement of many) but by 1931 he returned to show business. On his 
return he hired clarinetist Benny Goodman. The big band era was now in full swing and 
the style of music that was played by Lewis was losing favor. He used his talent as a 
showman to enter radio and build a reputation as a solo entertainer. Lewis; never liked 
radio and felt his place was on the stage and he developed an act using the song “Me and 
My Shadow.” A routine that gained popularity and became his centerpiece in his act. He 
gained much success with this act in the most popular clubs as his act was a visual and 
needed a physical presence. He made special appearances in the movies (ten in all) and 
especially was popular in the film “Hold That Ghost” with Abbot and Costello. 
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Show business was in his blood and he continued to make records, give shows  
and do movies. He appeared in the new media of TV and continued to play the biggest 
hotels and resorts. In 1957 he played his last show at the Desert Inn in Las Vegas. 

Lewis a genial personality, had in his career hired the best musicians; didn’t have 
a real good voice to speak off but people loved to hear him sort of talk his way through 
the lyrics of a song, much like a rapper of today. All in all he was a master showman. 

During his career he was the highest paid performer in showbiz. He performed for 
7 presidents. When asked what his secret to success was. Lewis remarked, “In great 
measure showmanship. Know what the public wants and give it to them.” Always 
wearing his high hat it was W. C. Fields who taught Ted to make the hat tumble down his 
arm (a trick I once was able to do myself). Lewis died on August 25, 1971 at age 81. 

Lewis made 7 movies, the first being Is Everybody Happy? (In 1929) and the  last 
in 1943, bearing the same name. 

 
APRIL – MELODY - 1923 

 
TED LEWIS OF JAZZ BAND FAME by A. C. E. Schonemann - Ted Lewis and 

his band of jazz kings have developed into a popular musical institution in the United 
States, and when one calls up the names of the pioneers in the jazz band field the name of 
the indomitable Ted is invariably topmost and foremost. The words jazz and band have 
been so closely associated with the name of Ted Lewis that any attempt to go into detail 
about one necessitates a discussion of the other. 

Lewis and his band have been identified with the "Greenwich Village Follies" 
since the original village follies started on the road several years ago. At the present time 
Ted Lewis and his jazzical clowns are en route with the latest edition of the "Greenwich 
Village Follies" and dispensing a brand of music that the dynamic and fiery Ted  
describes as "pure and unadulterated jazz." 

Ted Lewis off stage is a quiet and modest gentleman: he is an intensely human 
sort of fellow and a musical enthusiast from crown to soles and through and through. 
Lewis revels in putting over song numbers, in introducing what he calls the "human 
factor" and in giving the public variety, melody, musical tricks and all the features that 
are classed in the alchemy of jazz. 

"The original idea in music always appeals to the public," said Lewis, in 
discussing his work. "If one can introduce a feature and inject something new and novel 
into the presentation of a number the people will invariably enjoy it. It must have life and 
punch; American people like snap and fire in their music and they enjoy beautiful and 
soft, dreamy harmonies. 

"Above all, the man who plays popular music should concentrate his efforts on 
making it human, for it is this particular quality that is understandable to men and  
women. One can please an audience by playing snappy numbers and putting them over in 
a manner that will start one beating time with hands or feet; then will come smiles of 
appreciation and applause, and all are like a barometer which enables you to measure  
your audience in a musical way." 

Ted Lewis is a man of many methods, but through all of his work he has had as 
inseparable companions his alpaca suit, a great flaring cape and a battered two-gallon hat. 
He has utilized various eccentric dances; his juggling, singing and work with the  clarinet 
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and saxophone have all served him at various times, but through it  all  the alpaca suit, 
cape and hat have come down through the years with Lewis. They are traditional with  
him and always have been and probably always will be associated with him. 

Ted Lewis started out in 1917 with his jazz band. He had four men, the 
instrumentation of his band being cornet, trombone, piano and drums. He used what was 
considered at that time an odd combination, but the success of his first band in the years 
that followed was due to methods, with the versatile Ted being the man back of the 
methods. To show his faith in the original instrumentation he has added a cornet, 
trombone and bass horn, and he now contends that he has the most effective jazz band 
combination that it is possible to assemble. 

"The strings can be used effectively in the orchestra, but a jazz band should be a 
jazz band in name and effect." said Lewis. "String instruments do not hold up in the 
average jazz band because they lack volume and from a musical standpoint they cannot 
compete against brass instruments. There is no one instrument in a genuine jazz band that 
is superior to another from a jazz standpoint; one is about as jazzy as the other and they 
all contribute to the successful interpretation of a number. 

" Lewis with his men work out their numbers on the basis of accentuating one or 
more features; the introduction of novelties and innovations that appeal to people. Their 
method is to develop and enlarge every point of interest in a musical number, Lewis like 
most of his contemporaries, insists upon giving the people what they want and in the 
manner that they desire it." 

Lewis began the study of music when he was a boy in his home town, Circleville, 
Ohio. He was a member of the town band when a boy of six, playing clarinet, and since 
that time he has devoted the greater part of his life to music. In discussing his work he 
epitomized his success by saying that he kept at music until he found the type that 
appealed to him and then he worked to build up a musical organization that would  
convey his ideas. 

Ted Lewis and his men do not work out their numbers from special arrangements 
written out in detail and at length: they build up the melody and embellish it  and 
elaborate upon it to suit their needs. Lewis does not believe in stereotyped programs; he 
advocates diversity, quick changes and the use of striking features. 

"We have used successfully the metaphysical idea in our presentation of one 
number; the suggestion of wedding bells and marriage is conveyed in another, while a 
third has for its theme the patriotic thought, for which we used E. E. Bagley's famous 
"National Emblem March" to give our interpretation of a small town band out to do its bit 
on Independence day. 

"In presenting these numbers we have been guided by what we know that men  
and women enjoy, what they understand and what will satisfy them. We must strive to 
entertain the public, and to do it successfully we must make our music conform to public 
demands. Conditions are always changing and we are compelled to govern our work by 
always playing the music that is in the air and is such a way as to please people. 

"We know that men and women appreciate our efforts, not only from the applause 
that comes to us but from letters that we receive from time to time, and best of all through 
personal contact. One of the letters that I have received and which I prize came from the 
late E. E. Bagley, composer of the "National emblem March." He spoke highly of our 
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program. This letter is but one of a number received and indicates that men and women 
will not hesitate to commend your work, to offer suggestions and even ideas at times." 

Speaking of popular songs, Lewis stated that in his opinion "Dardanella" was one 
of the best written song hits turned out in a decade. He spoke enthusiastically of "Fair 
One," which he wrote with George Mallen, and of his latest number, "Bees Knees." 
Lewis has written the lyrics for a number of songs and devotes a large part of his time to 
writing. 

Lewis believes that song hits may be so original as to "go over big at the start or it 
may be necessary to play up a song in order to cultivate a taste for it on the part of the 
public." He contends that the use of original ideas has saved many a song and that 
interpretation is the keynote to putting over any number. 

Ted Lewis has an ambition, it being to carry syncopation to all classes of people; 
to utilize his nimble feet in eccentric dances, to juggle his clarinet and saxophone and 
bring from both strange and weird harmonics intermingled with those uncanny melodies 
that are, according to Lewis, "truly American, because they represent the thoughts and 
emotions of our people." 

 
JULY 12 - MUSIC COURIER -1923 

 
CASELLA ON JAZZ Here is a very interesting extract from an article written by 

Alfredo Casella for the Italian paper, La Critica Musicale, translated for the Boston 
Transcript. Although Mr. Casella is quite mistaken in referring to jazz as "Negro music," 
we have seen no more just appreciation of it than the following: 

Among all the sonorous impressions that a musician may have experienced in the 
United States, that which dominates every other by its originality, its force of novelty and 
even of modernism, its stupendous dowry of dynamics and of propulsive energy, is, 
without doubt, the Negro music, called jazz. To explain what jazz is, is impossible with 
an ordinary vocabulary. And it is impossible, most of all, because it treats of an art made 
solely of continuous improvisations, of incessant rhythmic force, of constant energetic 
mobility. The occasional decadent examples of jazz which we have had here and there in 
Europe do not give, even faintly, an idea of that most curious music. Hear, for example, 
the jazz of Ted Lewis. Few instruments; a trombone, a piano, a xylophone, besides Lewis 
himself, who plays the saxophone unless he takes the clarinet or sings or talks to the 
public. There is also a fifth individual who, single-handed, manipulates a small arsenal of 
instruments of percussion: cymbals, Chinese block, drum and what not. But this 
dispassionate cataloguing of persons and things signifies nothing. The point, above all, 
worth while-and it is amazing-is the instrumental technic of those men Alas! friend 
Luizzi, with how much solicitude you explained to me months ago, on these same pages, 
the individual uses and moods of the oboe, pastoral; of the clarinet, affectionate; of the 
trombone, passionate- (you neglected to state, solemn). Friend Luizzi, I say, you would 
be overcome to hear a trombone that capers about and vocalizes muted and without 
dignity; a saxophone which almost as distinctly as the human voice, appears to speak 
American; a piano such as Chopin or Liszt would not have dared to dream of; a clarinet, 
gossiping and brawling like a gay, fickle little woman; and, finally, a Chinese block, 
cheerful instead of terrible; a drum, impertinent rather than warlike; and a xylophone, 
insinuating and caressing instead of macabre. 
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JULY/DEC. – DIAL - 1923 
 
TOUJOURS JAZZ by Gilbert Seldes 

We go farther than Ted Lewis. M Darius Milhaud has told me that the jazz band  
at the Hotel Brunswick in Boston is one of the best he heard in America, and stranger 
things have happened. The best of the Negro bands (although he is dead I make exception 
for that superb 369th Hell-Fighters U. S. Infantry Band as it was conducted by the 
lamented Jim Europe) are probably in the neighborhood of 140th Street and Lenox 
Avenue in New York and in the negro district of Chicago. Many hotels and night clubs in 
New York have good jazz bands; I limit myself to three which are representative, and, by 
their frequent appearances in vaudeville, are familiar. Ted Lewis is one of the three; 
Vincent Lopez and Paul Whiteman are the others. Lewis does with notorious success 
something that had as well not be done at all. He is totally, but brilliantly, wrong in the 
use of his materials, for he is trying to do what he cannot do, i.e., make a Negro jazz 
orchestra. it is a good band; like Europe's it omits strings; it is quite the noisiest of the 
orchestras, as that of Lopez is the quietest, and Lewis uses its (and his) talents for the 
perpetration of a series of musical travesties, jokes, puns, and games which are 
extraordinarily tedious and would be hissed off the stage if it were not for the actual skill 
Lewis has in effecting amusing orchestral combinations. His own violence, his 
exaggeration of the temperamental conductor, his nasal voice and lean figure in 
excessively odd black clothes, his pontificating over the orchestra, his announcement that 
he is going to murder music-all indicate a lack of appreciation of the medium. He may be 
a good vaudeville stunt, but he is not a great jazz leader. Lewis may have a perfectly 
trained orchestra, but the sense of control which one absolutely requires, he does not  
give. He has violence, not energy, and he cannot interpret those qualities which Mr. 
Haviland so justly discovers as being of our contemporary life because he isn't hard and 
scornful and sophisticated himself-he is merely callous to some beauties and afraid of 
others and by dint of being in revolt against a serene and classic beauty pays it 
unconscious tribute. 

 
APRIL - THE AMERICAN MERCURY (II) - 1926 

 

THE ANATOMY OF JAZZ by Henry Osborne Osgood. . Art Hickman, who 
came East later and did much to arouse popular interest in the kind of music already so 
well known on the Coast, was its leader. The combination was two saxophones, cornet, 
trombone, violin, banjo, piano and drums. For probably the first time the limelight was 
focused on the drummer, since Hickman was neither violinist nor pianist, like the usual 
leader, but a master of the drums and traps. Though, as we shall see, the modern jazz 
orchestra was already in existence as early as 1914, it was by no means familiar; in fact, 
saxophones were rare for several years longer. The public liked its jazz hot in those days, 
and reveled in such noise as Ted Lewis made with his combination of clarinet, cornet, 
trombone, piano and drums, the most nerve-shattering, ear-destroying, cacophonic racket 
ever produced upon this earth in the name of music. 
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DECEMBER 14 - NEW REPUBLIC - 1927 

A NEW YORK DIARY (Ed: excerpts from column in New Republic). From the 
musical standpoint the evening is saved by the late appearance of Ted Lewis' orchestra, 
which, for those who ask no apologies from jazz, is about the best of its kind. Among 
other things it plays (as it played for a Columbia record) Lewis' version of the "St. Louis 
Blues," the most interesting jazz arrangement since Grofe's of the "Rhapsody in Blue." 
(Ed. from musical "Artist and Models") 

JUNE - THE BOOKMAN - 1928 
"BALLADS, SONGS AND SNATCHES" by Abbe Niles. Ted Lewis in "Mary 

Ann" and "Cobblestones"; 

Feb. 14 – Denies Jazz is Low Music - 19 

I agree with you that not only national anthems but also the classics should not be subject 
to jazz modification. As a jazz musician of some years’ standing. I have always 
contended that jazz is a distinct form of music, and that jazz musicians should leave the 
classics to the classicists. Conversely, the classists should leave jazz to the jazzists and 
stop all this talk about putting jazz in opera and on the concert stage. 

But I cannot see that jazz is a low form of music merely because it is a different 
form. Jazz had a distinct musical identity, just as the classics. The two forms serve 
entirely different purposes and there are certainly many people who enjoy jazz as well as 
the classical music. Some of our best classical musicians enjoy jazz and dancing, and not 
one of them has ever assailed jazz as a low form of music. And even if they did, it must 
be remembered that Wagner’s music was considered objectionable when it was first 
played in Germany. 

Wilbur Sweatman 

Wilbur Sweatman’s Orchestra in 1923, 
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Sweatman in center playing clarinet, Duke Ellington on piano 
Sonny Greer on Drums 

Sweatman’s Band in 1928 
Sweatman in center between two women 

Cozy Cole back far right 

Playing three clarinets 

Wilbur Sweatman was born in Brunswick, Mo. in 1882. He began studying music 
on the violin but later switched to clarinet. He gained experience playing with circus 
bands and in Mahara’s Minstrels. In 1902, in Minneapolis, he organized an orchestra. It 
was here that it is said that Sweatman recorded two cylinder records – “Maple Leaf Rag” 
and “Peaceful Henry.” According to William Kenney, he arrived in Chicago in 1908 and 
played programs consisting of classical music, gypsy melodies and hot syncopated 
numbers and that Sweatman played a queer style of hot clarinet. It was here that we find 
mention of Sweatman playing 3 clarinets at once. (See picture above) This vaudeville act 
was very popular as was New Orleanian Manuel Manetta’s playing of two trumpets at 
once. 

Sweatman was billing his act as “originator and much imitated ragtime and jazz 
clarinetist.” He was also a composer and recorded his popular rag “Down Home Rag” 
given below. This arrangement is part of the Basin Street.com collection and can be 
purchased. 
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While titled “a rag” it is also notated as a Buck Dance. There is no definition of 
what buck dancing is. Some say it is a dance done by a Negro man (called a buck by 
slave owners). Others say it is a stylistic dance more like a hard stomping version of the 
vaudeville “soft shoe” dance. 

The piece contains syncopation, dotted rhythms and a rather boring repeated 
melodic patter in sections A, B, and D. The reason this is being played is that it did 
become very popular – so popular that the Tuxedo Orchestra of New Orleans, in 1925, 
reorganized the piece and added space for improvised solos, showing the evolution from 
the early dance pieces of early rags and evolving them into the jazz songs of the 20’s. 
They entitled it “Black Rag.” 
. 

 

 
It might be said that in his recording of 5 sides for Pathe, he was under the 

influence of the Brown Brothers, due to the fact that his playing is backed by 5 
saxophones and no rhythm on the recording. He then was signed by Columbia and made 
about 2 dozen records for them while some doubt his designation as a jazz clarinetist he 
was regarded as one of the leading voices among jazz clarinetists and in the same mold as 
the Tios, Picou, Noone and Bigard of New Orleans. 

It was the Sweatman orchestra that opened the famous Connie’s Inn in Harlem in 
1923, the venue that fostered so many jazz greats. 

In March of 1917 Sweatman made a recording that might be the first ‘jazz’ 
recording by a Black band. It depends on what one considers jazz whether this would be 
classified as a jazz recording – although it has the word ‘jazz’ in the recording label. He 
can be heard improvising in a 1916 recording – whether it is called improvising or 
playing variations on a melody can be discussed. Oliver made his recording in 1923; the 
ODJB recording date was 1917; Ory’s record was in 1922. 
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The below article appeared in the Oct. 1998 issue of the ‘International Society of 
Twenties Orchestras Newsletter published in Los Alamitos, CA. 
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Wilbur Sweatman’s Orchestra 
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