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THE ROLE & INFLUENCE OF WRITTEN JAZZ/DANCE
MUSIC IN JAZZ'S EVOLUTION, HISTORY, PERFORMANCE
AND POPULARITY AND THE NEED FOR ITS INCLUSION
IN MUSIC EDUCATION
To fully understand what has been missing in the University Jazz
Curriculum I first will give a 'brief' history of the evolution of the jazz
orchestra and its music - from the Quadrille Orchestra to the large 'modern'
orchestra of Kenton and others.
THE EVOLUTION OF THE INSTRUMENTATION OF
ENSEMBLES IN AMERICA
In early America dancing was a popular form of social entertainment. The
environment was mostly a rural one, with 'modern' convinces to be found usually
in the cities of the day. Our musical heritage during this time was European and
its music influenced the music of American dance. In the musical dance ensemble,
which was not standard, one might find a piano and violin, or piano and flute, or
even just a violin. The music used was both a classical feeling with dances like the
Gavotte, the Minuet and in certain areas of the country, the Quadrille, all
important parts of the repertoire. Most times the dance ensemble was whoever
could and would play for the dancing. Music was found in the classical repertoire.
Mozart wrote for small groups. Ex: flute, violin, cello and piano. We also find
material in the folk and dance music of American immigrants representing their
native countries.
One of the earliest dance ensembles was the Quadrille orchestra. It
consisted of flute, clarinet, two violins, trumpets and string bass. This ensemble
was at its zenith during the 1850's in America. We find waltzes, polkas,
quadrilles, galops, marches/quick steps, mazurkas and other popular songs of the
day. This Quadrille Orchestra was also called the Social Orchestra.
The Quadrille Orchestra evolved into what was called the String Band.
The instrumentation was enlarged from the Quadrille Orchestra. The standard
dance ensemble now consisted of: violin, flute, clarinet, cornet, trombone, bass,
piano and drums. The percussion section, which was not present in the Quadrille
Orchestra, evolved into the Trap set, enabling one person to play the rhythm for
the ensemble. (See: Basin Street Publication "Sonic Boom -Drums and Drummers
in Early New Orleans Jazz.") When the military band played for dancing it used
three percussionists; then trimmed down to two and finally to the establishment of
the one man percussion section. This String Band was a fuller, tutti sound than the
earlier dance groups. In the days when there was no electric amplification, volume
was needed when playing outdoors or in larger halls. The size of the dance
ensemble was not only a musical consideration but one of environment (place of
performance) and economic (size of employee musical budget). Our facts will be
viewed from the musical option, not economic or environmental.
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During the last third of the 19th Century the musical ensemble that was in
favor was the brass band. It was used for parades and also for dances. As an
example, in New Orleans, most brass bands also included a string band
instrumentation that played for dancing when a dance did not warrant the larger
brass band. The Pelican Brass and String Band, lead by Prof. James Humphrey, is
one of many examples we find. The turn of the century influence on
instrumentation became the Ragtime or Jazz Band. While early jazz or ragtime
bands did include instruments of the string band, many differed in size and
instrumentation. The most popular ensemble and the one that became the standard
consisted of cornet, clarinet, trombone, trap drums bass and piano or guitar. This
ensemble is usually known as a Dixieland Band (this does not describe the music
played by the group). We find early jazz groups such as the Original Dixieland
Jazz Band consisting of: cornet, clarinet, trombone, drums and piano (no bass).
During this era we had the more classical dance ensemble that was used in
many theaters as a 'pit' orchestra, and the popularity of the operetta and vaudeville
demanded more tonal possibilities than the regular smaller dance orchestra.
New instruments were added to the dance ensemble, probably in a search
for additional tonal possibilities. This tonal desire was answered by the arrangers
with the use of the saxophone. The inclusion of the saxophone became a major
tonal influence. It was first included in the dance ensemble in the early decades of
the 20th Century. The saxophone was used in military bands much earlier,
especially in the French Military Bands of the 1860's that had made appearances
in New Orleans in the 1870's. One of the earliest saxophone parts was found, in
manuscript, in the dance library of John Robichaux of New Orleans in an
arrangement dated 1906.
While exact dates are not possible in general terms we can detail the
inclusion of the saxophone in dance groups with the below chart:
1906 - 1916 - one sax period (either an alto, tenor or C melody)
1917 - 1922 - two sax period (combinations of alto & tenor or C melody
1923 - 1929 - three sax period (usually alto & 2 tenors. Can be 2 altos and
tenor)
We find the baritone saxophone used as early as 1921 but was an
exception until later. Other instrument changes included the use of banjos around
1911 (to emphasize the negro elements in popular music of the era); the flute and
clarinet, while used as 'doubles' are scarce in the late 20's and are dropped except
for special tonal effects, and the violin whose sound was just not loud enough
without additional violins. We see a gradual increase in the published dance
arrangements ('stocks') of saxophones; from about 39% in 1920, 61% in 1921, to
93% in 1929. When the Big Bands became the most popular media for dance
music in the 1930's it became 100%.
There is a steady increase in the size of the Society Orchestra We find the
addition of a second cornet in the early 20's. Another trombone is added a short
time later, probably in the mid 20's. The banjo remains until the guitar takes over
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in the early 30's. The substitute of the tuba for string bass occurred around 1921,
but its use was never a permanent or even a universal practice.
With the exclusion of the string instruments (large orchestras like Paul
Whiteman still used a full string section) the musical key used by the arrangers
favored the Bb instruments. This affected the dropping, around 1924, of the 'A'
clarinet and trumpet, whose best keys were friendly with the favored string keys of
the orchestra - the sharp keys.
With the Whiteman influence (his music was called Symphonic Jazz), we
find later dance bands of the late 30's and 40's including new tonal combinations
with the use of the oboe and bassoon, the reappearing of the flute and French horn
(example: the band of Boyd Raeburn and Stan Kenton), and with the reaction of
musicians against this written jazz, we find small combos becoming popular. A
small group would give the musicians a chance to express individual creative
talent. This period, called the bebop era, no longer was dance music but listening,
concert music.
From the music library of Basin Street Press there will be presented in the
following pages, three concert/lecture presentations that show musically the
development of jazz style in written music.

Dancing
The history of modern dancing owes much to France as does the city of
New Orleans. Since the Renaissance (which saw the revival of dancing) the dance
was introduced into France from Italy by Catherine de' Medici during the 16th
Century. France was preeminent in the refinements of these imported dances and
New Orleans adopted many alien dances, putting into them the French benign
influence, increasing immeasurably their value. The Musicum Jazz Antiqua will
be playing many of these old dances; from the German Galop, modified and
refined by the French; the quadrille, the oldest and most popular of the 19th
Century dances; the waltz, found as early as 1785; plus the lancers, polkas and
schottisches that followed by half a century; and the two step, an American
innovation introduced around 1890. Among the first manifestation of ragtime
music and ragtime dancing was the turkey trot, appearing around 1918. It was
something different and hit the pulse of popularity and encouraged the
development of a line of new colorful dances; the Argentine was pirated; the
American Indian nation's dances called the Apache Dance were lifted and the
Brazilian Maxixa was appropriated.
The dance, while becoming a diversion for all ages, widened the gap that
became apparent in all generations, i.e., like our modern dance situation.
These above dances and others succumbed eventually to the antidote of the
most sensible and easiest taught dances. The dance which was to set the trend for
the dance and the music of the first part of the 20th Century was the fox trot, a
dance credited to Vernon and Irene Castle -- having found it being danced in an
exclusive colored club; they refined it and popularized it with the music of J. R.
Europe
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As the fox trot gained acceptance it resulted in a rash of published music,
beginning around 1914, and continuing until the late 30's and early 40's. So
sudden was its rise that it resulted in a lack of available music for the new dance,
forcing musicians to use earlier tunes in a fox trot tempo.
It is from this music that we will find development in the changing artistic
style of the music and the dance. There is no definitive answer to which came
first, the dance or the music. Most scholars believe that the music usually comes
first, then the dance. Besides a natural evolution, musician/composers and dancers
would create a dance step to a song or a song to a dance step. Both dancers and
musicians felt these needs of combining music and dance. To suit a new dance,
composers began to issue a pandemonium of new musical voices, a complete
contortion of sounds. As a natural development, the dancers, in turn, adopted the
new sounds, originally meant to accompany the new dance, and created further
developments of creative, innovative dance steps and styles. The new 'jazzy'
sound and the acclaimed strains of the 'blue' notes caught the whim of popularity thus was created the period of popular culture called the "jazz age."
Dances were often combined as part of the dance's development. The
turkey trot, bunny hop, Texas Tommy, etc., evolved into the fox trot; the previous
one step became a very fast fox trot, although the steps were the same in both
dances. During the evolution of early jazz/dance music the tempo chosen was of
paramount importance. It was the tempo that determined the dance steps. Doing
the waltz, one takes three steps each way; the two step, two steps, the one step,
one, just as the names imply. Where the one step came from is still conjectures,
some say it came from the Barbary Coast, while others believe it was derived
from the turkey trot.
In days of old, the dance was for the few. During the 20th Century the
dance was for the many, both young and old. Modern dances were the most easily
achieved, some absurdly simple. From a dance program which in the past might
have included the waltz, quadrille, polka, schottische and the mazurka, we find
now a new dance named the two step. The musicians, at first at a loss for tempo,
played it fast. After the two step came the Tango, Maxixa, Texas Tommy and
Apache. Ragtime brought a reaction from the American public and began the
evolution of the new direction of popular dance music.

Couple Dancing
The transition from the choral/solo dance to the couple dance, an
important evolving step in the mimetic reproduction of courting, evolved into a
cultural courting tradition in which dancing became an integral part of the
courting process. The couple dance has been maintained as the most important
form of the dance until rock music of the present day.
At first, forbidden by monotheistic religions, the couple dance was a break
with tradition. It beginnings were around 1665, when men and women began
dancing together. POINT: Man was the first and only animal to dominate
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rhythm. The practice of couple dancing propagated rhythm strictness and
regularity and the feeling of ecstasy became an irresistible urge in social dancing.
Couple dancing, from early times, had tendencies away from imitation of
nature and pantomime. After 1550 the dance began to dispense with pantomime
and imitation as functional directions - the dance branching into two directions,
one aesthetic and one purely social
Dancing, by the end of the 1600's was seen as 'ornaments to grace and
accomplishment.' For young ladies, it was thought that 'to lead a dance gracefully'
was a commendable quality. The necessity for lessons developed a group called
the dancing masters. We also find an increase in the number of balls at the end of
the 19th Century as many new dances enriched the cultural scene.
Three facts are worthy of mention here: 1) The continuing popularity of
social dancing, 2) The gradual development of a Negro dance art that was to make
major contributions to entertainment in America, and, 3) Religious dancing.
During the 19th century dancing was found in country fairs, quilting parties,
special holiday celebrations as well as after dinner and games/sporting events.
The dance was the climax of every gathering. With each new dance the critics
wrote about its indecency when it was presented. The New York Herald wrote:
"The indecency of the polka as danced at Saratoga and Newport...It even outstrips
the most disgraceful exhibitions of the lowest haunts of Paris and London." It
added: "But the floor would be crowded on a Saturday night."
In the latter part of the 19th Century we find copies of dance programs
listing the various dances: the Lancers, Waltz, Polka, Military March, the York,
Portland Fancy, Quadrille, Caledonia, and the Virginia Reel. Most of these were
sets of line dances, with the exception of the Waltz and Polka. During the 19th
and 20th Century we see the emergence of the dance and of the music of the
Negro in America.

Thoughts on Early Society Orchestras
One of the main influences in the evolution of jazz was the impact of the
"society" dance bands; from the early "Quadrille" bands through the development
of the swing bands. In early America the social activity that was the most popular
was the dance, also called a ball, or hop, or German, or cotillion, etc.
Music and the dance, since their inception, were inseparable and formed
the closest bond of any two of the arts, except perhaps poetry and music. What
would the dance be without musical accompaniment and who could not move a
muscle on a toe or hear music without any body reaction. While the
instrumentation of dance bands enlarged and various new dances and rhythms
were created, their purpose remained - to furnish music for dancing, At times,
certain bands, i.e., Paul Whiteman and Stan Kenton, ventured into special areas
and concertized and created new sounds and purpose from their beginnings as
dance bands.
We find early dance band books (folios) that featured the dance repertoire
of their era:
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The P.Q.B. "The Orchestral Journal" was published in 1856. The
instruments included were: violin, clarinet, flute, piano, cornet, bassoon, and other
doubles. The music states: "If there is no trumpet or cornet the introduction may
be omitted. All the small notes have to be played on the violin, if there is no
trumpet or cornet." There are parts for bassoon, clarinet and flute, along with the
piano. The arrangement was cross cued and was playable by a small group a violin
and piano, or whatever instrumentation that was available.
Listed in the index we find quadrilles, galops, valses, polkas and mazurkas
along with some popular classical melodies of Mendelssohn, Rossini, etc. The
orchestrations were mostly melody and accompaniment and some simple
harmonies when appropriate.
The "Quadrille Band" traditional instrumentation included two violins,
flute, clarinet, trumpet and bass. There are many examples of this in the
"Orchestra Journal," and in "Peter's Sax-Horn Journal"
In brass band settings of the 1850's, as indicated in the "American Brass
Band Journal," we find marches (for dancing and marching), polkas, quadrilles,
schottisches, waltzes and mazurkas.
The development of orchestras in the 1920's continued the earlier dance
group enlargement that evolved from the Quadrille bands. The theater bands in the
latter decades included orchestral instruments that are found in the
symphony/operatic orchestras, i.e. double reeds (especially oboe and bassoon),
French horns, and a full string section. Knowing that the instruments stated above
were hard to find in the 100's of towns having musical groups, music publishers
had their arrangers develop a style of arranging that included a mastery use of
cross-cueing. These arrangements and the bands playing them, evolved into the
traditional society orchestra of violin, flute, clarinet, cornet, trombone and the
three rhythm instruments - piano, bass and drums. A second cornet part was added
later, and it wouldn't be until approximately 1910 that a saxophone appears in a
printed part. (The development of the use of saxophones will be taken up in a
later.) The clarinet, while we find it used as a double in swing orchestras, had as
prominent a part in the society orchestra as that of the flute and violin. The
clarinet was discontinued in a prominent role around 1931; the flute meeting the
same fate approximately in 1935; the violin, while used by many leading swing
bands, began losing favor in the early 1930's. The banjo was added to dance band
stocks around 1911 and disappeared in around 1935-37 - to be replaced by the
guitar. The saxes were added, first including just one, then two (alto & tenor),
then three, four and five saxophones.
Saxophones prominence:
1906-1917 - one sax
1917-1922 - two saxes
1922-1929 - three saxes
1930's - four to five saxes
In the 20's (approx. 1922-1929) a large majority of stocks published
contained parts for three saxes. In 1926, 83% included sax parts. In 1920 only
39% had included sax parts.
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Types of Dance Styles
Beginning in 1920, after World War I, we see a growth of dance bands.
With the return of the soldiers to civilian life we soon found the country evolving
into the "Jazz Age." In a typical dance library of 1920 we find the majority of
stocks are waltzes and fox trots with some two-steps and one-steps. Before the
War we had a majority of one-step, two steps and waltzes with a growing fox trot
fad; some tangos (which were popular approx. from 1913-1917), and still some
use of marches for dancing, There were a few rags, blues style songs and
cakewalks, but this group's popularity was fading fast.
The various steps seemed to have hit their high points in particular years:
Quadrilles
1895
Cakewalks
1899
Schottisches 1903
Polkas
1909
Rags
1912
Marches
1913
Turkey Trot 1913

Waltzes
Tangos
Two-Step
One-Step
Blues
Fox Trots

1914
1914
1914
1915
1921
1922

.We find the fox trot reaches its maximum popularity in 1927. In contrast,
while the waltz continues its popularity, its zenith was approx. 1913 or pre-World
War I. The tango was around 1914, the polka 1909, the two-step in 1912, the onestep between 1915 & 1918 and ragtime back in 1910.

Dance Folios
The index of the Star Dance Folio of 1901 includes: 12 waltzes, 4
schottisches, 2 mazurkas, 9 marches and two-steps, 2 cakewalks, and 4 polkas.
The Witmark Dance Folio of 1901 includes: 6 waltzes, 3 marches and
two-steps, 2 schottisches, 3 polkas, 3 lancers, 1 mazurka, 1 waltz quadrille, 1
quadrille, 1 gavotte and 1 varsovienne.
In the American Dance Folio #2 of 1907 we find: 12 two-steps, 7 waltzes
and 2 schottisches.
In the Star Dance Folio #26 of 1924 we find: 26 fox trots, 6 two-steps, 4
one-steps and 5 waltzes.
In the Pioneer Collection of 1926 (a collection of 'old time dancesfamiliar dances of other days) we find: 4 quadrilles, 1 lancer, 2 Virginia Reels, 3
jigs and reels, 8 waltzes, 2 two-steps, 2 Schottisches, 2 polkas, 2 gavottes, 1
minute, and 2 three steps and a varsoniana. All of the above, except the Star
Collection of 1924 are examples of what was called the "old time dances." This
1924 collection is apropos of the "Jazz Age" and of the orchestras of the
20's.groups. The forward of the "Old Time Dance Album of 1926" contains an
interesting and informative description:
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"From the dancing fox-trot and the tumultuous Charleston-from melodies of
breaks, blues and jazz syncopation, let us take you back with "OLD TIME
DANCES" to the frolic and fun, the graces and delicacy of the dances in an
earlier period.
Hear the "caller-off" or "prompter," as he directs-"All Join Hands"- "Forward
Again"- "Pass Through"-"Turn Partners." All the familiar calls, sometimes
enlivened with a jest or a humorous rhyme.
After the Quadrille, a set of lancers-probably the most popular square dance
ever conceived.
Then the polka-a remarkably simple dance with a momentary pause that
imparts the lightness and grace that is requisite for the proper appreciation of
this dance.
And then an old fashioned waltz, with it's marked rhythm and quiet soothing
melody.
Now-we have our set ready. Six lively couples-all ready for the "Virginia
Reel." We laugh and dance. Such fun and merriment.
And so through all the familiar dances of other days. The young folks as well
as Daddy, Mother, Grandpa and Granny have a merry time.
The old folks turn back the leaves of memory with a happy smile or a tender
thought. They listen in wonderment to the skillful blending and colorful
harmonies of the new instruments of our modern orchestra-the tenor banjo and
saxophone, playing the melodies they love so well.
"We'll all find pleasure in future evenings, dancing again, the "OLD TIME
DANCE" to the tunes of these interesting and lovable melodies."
The collection also lists the instrumentation - typical of the late 20's that
includes three saxes (2 altos and tenor) plus a C melody sax.
The popularity of jazz and its orchestras, and the new dances, was at the
center of the American entertainment/social scene. Many times new dance steps
were invented before arrangers and orchestras had time to arrange and publish the
accompanying music. Songs were advertised as being suited for a number of
dance styles. Example: In 1926 a song called: "Could I', I Certainly Could." The
music states: "Lookout! Put on your asbestos gloves before you touch this sizzlin''
load O' Red Hot. Play this when you want 'em to step with pep. Fox Trot!
Charleston! Stomp! As you like it, but serve it hot."
Many times there is an explanation as to how to read through the various
endings, D.S., D.C., etc. (Anyone familiar with this era's music knows from
personal experience what I am saying.)
As another Example: In 1923: "Say It Again" - the notes of the publisher
state: "To the director-suggestions to obtain special novel effects in the orchestra:
1 - The 1st verse is to be played full.
2 - In the first chorus the alto sax is to be given the melody, the lower line
to be played by the violin. In the event of a sax duet, the tenor sax takes the
melody and the alto sax the lower line.

10

3 - The 2nd chorus should be given to the brass (muted) as a trio, or a duet
if there is no 2nd trumpet.
4 - The 3rd chorus is an optional stop chorus, the obligato to be featured
by the violin or alto sax alternating with the trombone (solo) playing the melody.
5 - The 4th chorus or last chorus should be played full, the trumpet ragging
ad lib.
6 - Its important that all endings (voltas) be played Forte and Marcato.
7 - In a small combination piano should play the small notes (melody).
8 - In an orchestra of 8 men or more the piano should play the
accompaniment only.
9 - Please strictly observe all pp, f, and accents, as these marks have been
especially written in to bring out the desired effects.
10- Modulations (if any) to be played "forte" unless otherwise marked."
The most interesting of the above list is #5 "the trumpet ragging ad lib."
These orchestrations, by excellent arrangers is "written jazz." They enable society
bands to play the jazz sound and these dance orchestras have a special place in
jazz history as they bring the jazz sound live to the multitude of dances of this jazz
era.

THE EVOLUTION OF THE DANCE BAND
The instrumentation of the popular dance band shows constant
instrumentation changes resulting in: (1) a change in the instruments in a search
for new combinations of sound, and, (2) changes due to economy and limits to
space for dance ensembles.
During the turn of the 20th Century most popular professional/
commercial dance bands were large and resembled the European classical
orchestra. An example of this can be seen in New Orleans where, after an opera,
most of the band proceeded to the dance hall and played the classical minuets and
Quadrilles at the ever present ball which followed most social activities such as
opera, political rallies and sporting events.
The demand for dance bands, as dancing was the most popular social
activity, increased. Musicians were at a premium during this era. Thus the bands
became smaller and the dances more frequent.
Because of this demand, two things were evolving: (1) the lowering of
musical standards as amateur musicians - not conservatory trained - are used to
play for dances at the earliest point in their musical training as possible (supply
and demand) and, (2) the need for arrangers, as the new dance styles might change
overnight, and this new music -'jazz' - was being demanded by dancers. This new
sound, with its use of syncopation and new rhythms was near impossible to
duplicate by trained musicians, but could be read and played, especially if the
band playing could hire a few jazz musicians to make it sound 'hot.'
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The quadrille orchestra - a smaller group - but still playing a classical
sound was used in small dances in small dance halls. The popular ensemble of the
turn of the 20th Century was the military band. While this band was primarily a
military marching unit it became one of the ensembles used for large balls in large
halls. Economy many times demanded smaller bands and bands without a set
instrumentation, but who might be available to play a dance job. In early dances
where jazz was used, the instrumentation was varied but eventually became set in
the most popular of ensembles, the 'Dixieland' combo of: cornet, clarinet,
trombone, piano, bass and drums.
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Concerts presented by the Musicum Jazz Antiqua
on the evolution of early dance music & instrumentation.
CONCERT 1
EARLY DANCE MUSIC
(In New Orleans)
Through the eyes of the printed, published music library of Basin Street Press we
hear the Musicum Jazz Antiqua perform, with notes by Dr. Karl Koenig, jazz
historian.
Narrator: Early jazz was dance music. Jazz musicians, or as we should
label them, dance musicians (musically well schooled - as the Creoles of New
Orleans- and less formally trained, both black and white musicians of the city of
New Orleans), played the music for the contemporary balls and dances. The
French Opera Orchestra also played for balls (usually right after the opera
performance). We will examine the various dances of the era - music that was
present during the evolutionary style of playing music that evolved into jazz.
THE BLACK QUEEN QUADRILLE - 1886 - R. Schleperell
Perhaps the most popular social dance in the city of New Orleans, a
French and Spanish City, was the Quadrille - a dance best described to those
living in the Americas as a type of square dance but with more 'polite' movements,
more grace, and more formal calls. It is a series of settings that alternate between
the meters of 2/4 and 6/8, although never in any set rhythmic pattern for each
movement. This form can be seen in the Quadrille the "Black Queen" as played by
the MJA.
The Quadrille was a French dance of the early 19th century, performed by
two or four couples moving in a square. It consisted of 5 figures (Le Pantelon,
L'Ete, la Poule, La Trenise and La Pastourelle, Finale), the music for which,
alternating between 6/8 and 2/4 meters, was chosen from popular tunes, operatic
airs, and even sacred music. The dance was very popular during the Napoleonic
era and remained fashionable until it was replaced by the polka.
Of the many published early quadrilles I have chosen the "Black Queen,"
an excellent example for discussion and performance. Its section meters are: 2/4,
2/4, 6/8, 2/4, and 2/4.
At once one can tell that the level of musical ability was of a very high
musical ability and the city had to have musicians well accomplished in the art of
playing classically characteristic music such as found in the published quadrille.
So it is not surprising to read that it was the tradition to schedule a ball after the
opera performance using the opera orchestra as the musical dance ensemble. They
played not only the latest popular dance compositions but performed various
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excerpts from opera that lent themselves as capable of being used as dance
material.
Closely akin to the quadrille were the jigs and reels of earlier times and the
closely related Lancers, a quadrille influenced by the formation made on the
parade field by mounted horse soldiers.
The quadrille could be thought of as the ancestor of the cakewalk and
ragtime. The quadrille had two characteristics shared by ragtime: 1) the adaptation
of widely miscellaneous popular folk song material and, 2) a great range of
rhythmic and melodic flexibility. The Quadrille was a style and form that had an
influence and evolved into the cakewalk.
COMUS WALTZ - 1856 - A. Dennis
One of the earliest pieces of music in the Robichaux music library is the
Comus Waltz. It is a great example of the genre, with beautiful but simple
melodic lines and stable basic harmonic structure, never going far from its D
major center of the first section. It does modulate to the closely related key of G
major for the remaining two sections. In playing these early band arrangements,
one must be aware of some rather trivial mistakes in the editing and printing. One
such mistake was found in the piano part of the first section: counting after the
introduction, bars 11 and 12 should be repeated as two measures are left out. The
piece also has a D.C. but no Fine. The Fine probably is at the second ending of the
first D major section. The performance does not take the D.C. and ends at the
second ending of the third section. On the scale of difficulty from 1 to 10, I would
think this is a three. The music could be played well by a good Junior High School
group.
UNDER THE BALCONY POLKA -1893 - J. Zimmerson
Not until 1825-1830 does the absolute supremacy of the waltz in the field
of couple dancing begin to wane. One of the most serious challengers was the
polka. The polka's rhythm characteristics were played at a tempo of a half note –
quarter note = m.m. 88. The Polka, first called the Schottische, began in Central
Europe. It appeared in Germany in 1830 and Paris in 1840.
The polka, next to the waltz, was one of the most popular dances of the
19th Century's last few decades. There have been attempts at linking the polka to
early ragtime but the possibility seems somewhat futile. The tempo of a polka is
much faster and this attempted link might be to the quickstep march that, of
course, would give us that link to the regular march and ragtime.
Under the Balcony Polka was published in 1893 in Philadelphia. Pa. It
begins with a brief introduction of four measures. The first section establishes a
rhythm associated with polkas. It settles down after four bars to a regular 'up poh'
rhythm, typical of a march, or any duple meter piece. The polka is in basically two
sections with a transition and a D. C., ending in a 12 bar coda. One does not
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expect to find syncopation, and we do not. There are some ties to the 2nd beat, but
the remaining notes act as a 'pick-up' to the next phrase.
DANCING TOPSY - SCHOTTISCHE - 1903 - Raymond White
The Schottische Dancing Topsy (a dance still danced today) is a couple
dance in duple meter and could be described as a slow polka. It was present in
America in the Early 1840's, arriving later than the polka.
Dancing Topsy, while not the typical Schottische, was chosen to show the
attempt at combining Negro styles to the established dance style of the era.
Described as a 'darky shuffle' the tempo is given as 'Temp di Schottische.' It was
published in 1903, in Troy, New York. Of interest to jazz evolution is the
uncharacteristic cakewalk rhythm presented in the first measure of the first
section. The point of interest is that the rhythm that has been associated with the
cakewalk is also the main rhythmic characteristic of Scottish folk music, known
as the 'Scotch Snap.' One wonders what, if any, the relationship is between the
two.
There is an introduction of eight bars leading into section A. This section
is repeated and leads to a bass melodic line for 2 measures that alternates with a
triplet melodic figure in the high parts for 8 bars.
A recapitulation of section A now occurs leading to a trio and change of
key from C to F. The trio, beginning with a phrase, if standing alone, would deem
this piece a cakewalk, but these 4 bars, repeated a few bars later, leads into a
typical Schottische rhythmic pattern, showing contrast between the well-known
rhythm of the Negro cakewalk rhythm and the Schottische.
MOON WINKS - Mazurka - 1904 - G. Stevens
One of the most interesting of the dances of the 19th Century was the
mazurka, written in triple meter but often called a polka/mazurka. It is related to
the waltz through its 3/4 meter. According to one early 19th Century dance master
the mazurka was "played but not in high request in fashionable society, the dance
being rather slow." It is not found in the many dance cards examined but is listed
in an early newspaper account in the St. Tammany Farmer of Covington, La.,
located on the North Shore of Lake Pontchartrain. Not to be confused with the
instrumental piano music of Chopin, the mazurka was a dance style popularized
by Chopin and found in the folk music of Poland.
Moonwinks was published in 1904 and is subtitled a "three step" to
distinguish it from a waltz. The tempo is on the slow side when compared to a
waltz but would be in the andante tempo of music. There are only a few mazurkas
found in the Robichaux collection. Surely there was not as much of a demand for
it as for the waltz and other dances.
The first section uses an abundance of grace notes giving it a classical feeling in
16 bars. This first section is simple in harmonic structure and interesting in its
rhythmic structure. One gets a feeling that it is attempting to establish its own 3/4
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structure and attempting, successfully, to get away from a waltz-type rhythmic
pattern.
The second section begins with a dotted rhythm and the tendency is to
stress the 2nd beat of each measure, again getting away from a flowing waltz
feeling and creating a feeling of syncopation. While this is an average technique
piece (probably a four on a scale of ten), the most difficult problem is deciding
how to play the various D.C., Fine and Coda endings. There are two Fines given.
The final section, marked FF, is a short development on the first section, more of
an extension for 4 bars and a recapitulation for the remaining 8 bars.
CRESCEUS GALOP - 1902 - W. E. Strong
The Galop (in 2/4) was a couple dance and usually found its function as a
finale to the first part of a ball just before an intermission This is a young people's
dance and their reaction upon the introduction was like going to the starting line
for a 10K mile run. Couples, at the beginning of the dance would move in sliding
steps across the ballroom floor, competing with other couples in daring, speedy
steps as the music became faster. The final bars of the dance would find the
couples speeding across the floor with reckless abandon.
The Cresceus Galop was published in 1902, using an ascending figure in
the first 4 bars announcing the exciting opening strain - almost like the old "one
for the money, two for the show, three to get ready and four to go." The dance
steps to this stimulating music were almost like those of a very fast polka. The
music instills excitement, with stirring figures that reaching a high tension level,
then releasing the tension, only to once again build tension. The last written
section leads to a coda-like part, presenting a very feasible ending but, to the
delight or dismay of the dancers, it doesn't end. We are presented with a D.S. and
the dancers must continue, with a repeat of section C, at a gradual accelerando
(Sic: increase in speed), ending with the dancers almost running full speed to
collapse in their chairs at the walls of the dance hall, all couples grasping for
breath but laughing and shouting, having had an enjoyable but fatiguing time on
the dance floor.

CONCERT 2
THE EVOLUTION: FROM THE QUADRILLE/MARCH TO RAGTIME
The word 'rag' is used both as a noun and a verb. It is generic to a large
group of musical works that might be identified as a cakewalk, coon song, jubilee;
or even a march or two-step; and finally, a rag or anything 'ragged.' The term
ragtime can be used to describe the peculiar, broken rhythmic feature (a pattern
called united syncopation), and while the various, once popular, songs faded from
appeal, the characteristic rhythm continued and is found in songs by other names
and descriptions. Two types of syncopation (united and tied) were added to many
popular songs. This included marches that were delivered with the performer
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raggin' a chorus, which was only a step away from what is now called early jazz. It
has been written by early jazz musicians that they called early jazz 'ragtime' before
adopting the name jazz to describe the newly involving musical style.
The ambiguous nature of popular music in the early 20th Century lent
itself so naturally to various styles that most songs would be entitled one way and
then stated that it could be adapted to many other styles. Even the famous
Washington Post March of Sousa was first written and thought of as a two-step.
(Example: "A Warm Up In Dixie" is marked "used as a cakewalk, march and twostep).
Ragtime, the most popular style of music during the turn of the 20th
Century was performed by the traditional instrumental ensemble of the day, the
brass band and the theater orchestra. Many original rags were not written as vocal
or piano numbers but as instrumental orchestra music (Mississippi Rag - first
published as a rag is notated as "the first ragtime two-step ever written" and first
played by Krell's Orchestra. Arthur Pryor's "Coon Band Contest" (1899) is
identified as a trombone solo.
Instrumental rags and ragtime-styled music (an ancestor and influence of
jazz), were important in jazz's evolution because they 1) brought Negro rhythmic
music to the usually sophisticated American White Society, 2) non-reading bands
listened to and imitated the more learned orchestras heard performing ragtime
songs, 3) the large demand for dance orchestras during an era when dancing was
the most popular form of social activity, and 4) they provided the style for the
'ragging' of marches by adding syncopation and blue notes by the piano players of
the era. When a ragtime piece was played the dancers determined the choice of
dance steps, although the music might call it a two-step, one-step, ragtime or a
number of other dance styles. Ragtime's ancestry is also in the French Quadrille
and the military march. Ragtime used the strict form of the march and two
characteristics of the quadrille - the adaptation of widely miscellaneous popular
folk song material, and a great range of rhythmic and melodic flexibility. Its
evolution is similar to the evolution of the classic Ricercar to the Fugue.
This program traces the evolution of the rag from its early ancestors to jazz
songs. We must remember that: there was really no difference between early
cakewalks, early rags and the two-step. Ragtime was associated with dancing.
We must state that we realize that early ragtime text was in exceedingly poor taste
and decidedly vulgar. It used racial bigotry, using caricatures and stereotypes with
brutally coarse language. We also do state that, however vulgar the words, they fit
the music like a glove.
PHILO SENATE MARCH - 1894 - R. B. Hall
The Philo Senate March is a typical late 19th Century march as played by
the bands of this era for either a street march or as a two-step in the dance hall.
This march style composition is one step away from added syncopated rhythm to
the march and of the march's evolution into the newly adopted Negro rhythm that,
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when added to a march, became what was to be called ragtime. It is this evolution
between the march to ragtime that leads to the evolution of jazz music.
The Philo Senate March, written in 1894, is structured as a three section
march - A, B and C (trio). Section A is interesting as it is a group of phrases that
begin as a dynamic level of piano (p), a crescendo to forte (f) within four
measures that is repeated four times, ending in a normal cadential formula.
Section two uses a similar melodic ascending scheme using half note
values instead of quarter notes of section A. Interesting, like the 13th measure of
the various cakewalks, this measure is of unison character. The trio also has an
ascending scale-like melodic character. Without the use of syncopation, it is a
workable, easily playable march, playable (unlike the harder Sousa marches) by
most brass bands that existed in the city of New Orleans.
GARTLAND MARCH - 1906 - V. Boehnlein
Written in 1906, the Gartland March is another typical march of the early
20th Century that is found in the music library of John Robichaux. This march is
mentioned by some of the early jazz men in their early interviews housed at the
Tulane Jazz Archives making it a curiosity if not an artistic composition
worthwhile of performance. We find in bar 10 the use of typical march style's
application of untied syncopation, a rhythmic element that is beginning to appear
more frequently in popular music. The 2nd beat of the measure is carried over by
a half note into the 3rd best (again in bar 12). This rhythm also occurs in the 2nd
section in bars: 2, 4 and 6, and bars 10 and 12.
UNCLE EPH'S BIRTHDAY - 1896 - J. W. Johnson
The cover of the sheet music reads "March" but in reality 'Uncle Eph' is a
cakewalk. The introduction uses the cakewalk rhythm. This composition appears
to be a bridge between the earlier march (Philo Senate and Gartland) and the
cakewalk style that was becoming popular. We find a frequent use of united
syncopation and the characteristic cakewalk use of unison in bar 13. The 3rd
strain contains the most frequent use of united syncopation. The 3rd strain (not
marked trio but in reality one) also contains the march's characteristic of
alternating dynamic's levels of soft and loud (soft two bars, loud two bars). This
piece stands as an interesting one and combines the march and the cakewalk into
one composition, a technique that we will see is shared by many others as one
style evolves into other styles, characteristic of the evolution of the march to the
various Negro rhythms, becoming what were called cakewalks, jubilees and coon
songs.
TENNESSEE JUBILEE - 1898 - H. R. Stern
A good example of an early cakewalk, the Tennessee Jubilee, is more
demanding technique wise and more interesting in its harmonic structure than
ordinary cakewalks, shifting between major and minor and modulating from C
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major to momentary feelings of A minor before returning to C major in section
one. Section 2 begins with an A major sound, passing the relative minor of C (A
minor) to A major, an unusual modulation or chord progression for a cakewalk
but semi-frequently throughout the classical period of music, notably in Mozart's
music. The 2nd section sees shifts from A major to C to A then back to C, this
leading to a middle section in the key of F, remaining in F for 16 (there is a bar
left out - bar 8 that should be a beat of F major and a beat of C major).
The trio modulates to Bb major and is in two sections, repeated and ends
this typical and highly entertaining cakewalk, which remains as one of the most
musical and characteristic cakewalks of the genre.
SHUFFLING JASPER - 1899 - W. H. Scouton
One of the earliest cakewalk pieces that were sub-titled "ragtime," 'Jasper'
is also noted as a two-step. It contains all the characteristics of the early cakewalk
and its inclusion is due, not only to its excellent cakewalk music, but to its
statement in the sub-title describing it as ragtime, coming out in print the same
year as the Mississippi Rag, usually thought of as the first rag published.
BOS'N RAG - 1899 - Fred Stone
Possibly one of the first true classic rags, it was published in 1899, about
the same time as the Maple Leaf Rag of Scott Joplin. It uses tied syncopation, a
trait of classic rags incorporated later in 1906. Usually these early cakewalks and
/or rags would use united syncopation, making this particular rag not only very
interesting but important in its own right. It also shows the progress made in the
evolutionary process where there is less evidence of the march and traditional
cakewalk rhythm, into the rhythms and character of a very early rag, much more
than the characteristic cakewalk rhythms used in the Mississippi Rag., which is
considered, historically, a very important piece.
The composer, Fred Stone, and his orchestra, monopolized the Detroit
entertainment and social world to almost complete exclusion of white pereformers
up until the 1920's. The black musicians of Detroit were organized first and the
white musicians of the city petitioned the black musician’s union for admission, a
position that was a reverse of the national trend. Stone died in the middle 30's. His
hold on music jobs continued well into the 20's when the "name" bands began to
overtake the Stone Empire.
JUNK MAN RAG - 1913 - C. Luckyth Roberts
A well-developed rag, the Junk Man rag is a mature example of ragtime
during its most popular period by one of its most accomplished musicians; C.
Roberts.This was dance music as it is described as a one or two-step. An
interesting item is the tempo. Most ragtime was marked "not too fast." If the
dancers wanted to dance a one-step, the same music would be played faster. This
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was the dilemma that the musicians of this era were up against. (More about this
later.)
This rag is also interesting with its use of the cakewalk rhythm and the use
of both united and tied syncopation. There is no use of "blue" notes as the jazz
sound was not in vogue at the time of publication.
ECHOES OF THE SNOW BALL CLUB - 1898 - Guy
This piece is described as a ragtime waltz, and is the fore-runner of the
jazz waltzes of modern jazz. The waltz was one of the most refined styles of
ballroom dancing and akin to today's arrangers using a rock beat to a symphonic
melody. We hear a re-occurring rhythm and theme that possesses use of
syncopation. Much as early rags retain sections that were march-like, we find
sections that are more waltz-like rhythms than ragtime. During this ragtime era we
find arrangers using themes from the classic repertoire and "jazzing" the melody
to be played by jazz bands, and pianists "raggin" a march, and it is not surprising
to find a ragtime waltz.
Harry P. Guy, the composers of "Echoes" was from Zanesville, Ohio, once
sang with the Fisk Jubilee Singers, was a co-hort of Fred Stone and helped
unionize the Detroit musicians who had built a fine headquarters and club for
union musicians that may still be in use. Guy was considered a scholar in the
ragtime field and looked back with pride on the "brilliant old days that are now
gone."
WALKING FOR DAT CAKE - 1877 - Dave Braham
Written by Dave Braham and Edward Harrigan, this piece was published
in 1877. The cakewalk was originally a plantation dance accompanied by banjo
music, generally on Sunday when slaves would dress up in fancy clothes and
prance around to the music. The custom developed of the master giving a cake to
the couple that presented the proudest movements. It first appeared in the minstrel
shows and passed into the variety acts of early vaudeville.
The team of Harrigan and Hart presented, in 1877, a musical selection
called "Walking for Dat Cake." It was billed as an "exquisite picture of Negro life
and customs."
The rhythms are laced with dotted figures with some use of syncopation.
However, it is the words that seem to be of more importance than the rhythms.
The lyrics give a good explanation to the cakewalk style and the social affair that
it was.
The song is divided into four sections with the 4th section an instrumental
one before it repeats to a D. C. This piece does not use the traditional cakewalk
rhythm and perhaps should not be called an early "cakewalk" but the title indicates
the use of the activity of cakewalking as a viable article.
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rhythm. The lyrics do state: "Den all forward four, just in de gay quadrille - O
Lord how we perspire. No use, we can't keep still; Oh, please to stop dat music...a
walking for dat cake."

CONCERT 3
TYPES OF NEGRO MUSICAL STYLE
Negro popular music evolved from the Southern Plantation's work songs,
early shouts and other Negro types. When mixed with European harmonic
structure they developed into musical types called jubilees, cakewalks, coon songs
and ragtime. Many times these songs are hard to put into categories. On the cover
of sheet music we can read that the inside song is referred to as a cakewalk,
jubilee, two-step or march. So, the musical style may not differ because of the title
or description on the music. It is difficult to define many of the styles when given
names in the titles such as a "stomp," "drag,'" or "shuffle." Many sound alike and
seldom can we really distinguish between them. We will play pieces labeled a
certain style and attempt to define each style as to its characteristic rhythm, form
or style.
SWAMPTOWN SHUFFLE - 1902 - H. W. Jones
Subtitled two-step, polka or march this piece contains syncopation as used
in the early cakewalks and could be played at a slower or faster tempo, depending
on the type of dance that was required. Perhaps this variance in tempo was part of
the evolution from the two-step/march into the use by Tin Pan Alley of the early
rhythms of the popular music of the era, that we will call the "jazz song."
"Shuffle" contains cakewalk rhythms and seems to be an attempt of the publishing
companies to sell a song that can please many different buyers. The trio of
Swamptown Shuffle is very polka-like with no syncopation until the 9th bar. We
find a D. C. which returns to state the 1st theme. There does not appear to be any
characteristic that could be deemed as part of a style called a "shuffle."
A shuffle is defined as: a dance step of indefinite southern black American
origin, perhaps dating from the 18th Century, in which the feet are moved
rhythmically across the floor without being lifted and the coming together of beats
smoothly without accents.
PEACEFUL HENRY - 1902 - E. H. Kelly
Written in 1902 by E. H. Kelly, it was a "hit" instrumental piece and is
called a slow drag. It was named after an old colored janitor in the basement of a
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building who was called "Peaceful Henry." The piece does use tied syncopation to
great effect.
A slow drag is defined as: a deliberately or unintentionally attempts to sing
or play slightly behind the beat, as articulated by the rhythm section or implied by
the playing of the rest of the ensemble. Its' style is difficult to interpret by an
ensemble. It was published by a Detroit Press and has a picture of a Negro youth
on the cover.
COONTOWN CAPERS - 1897 - T. Morse
Marked a two-step/cakewalk, "Capers" is march-like but with a
syncopated introduction. The cover list 15 different instrumental combinations
that could be used. It is one of the earliest cakewalks using united syncopation
throughout, with the traditional use of unison and cakewalk rhythms in bar 13.
One interesting part is the vocal in section D (the piece is in four sections), with
the melody of the vocal repeated instrumentally to the end of the song. The words
are given below and are "tame" in comparison with other coon song lyrics.
The lyrics to the first section are: "Coons will be dancing, Gals will be
prancing, Until the morning bright; Folks will be singing, shouting and winging,
capers in Coontown tonight."
Eb BLUES - 1923 - t. Morris
Eb Blues is a modified version of the 12 bar blues form. Repeated notes
(8ths), a characteristic of early instrumental blues are used in part two. Published
by the Clarence Williams Publishing Company it is more akin to a true Negro
style of instrumental playing than other published blues and shows the important
contribution made to popular music by the Clarence Williams Publishing Co. and
why it held an important position in authentic Negro music in the era's popular
music culture and industry. The Eb Blues is the culmination of the early 'guitar'
blues style to jazz band 'blues.'
SHUFFLE AND TAPS -1910 - Ribe Denmark
Written by Ribe Denmark (real name - J. B. Lamp), 'Shuffle' is marked a
'stop dance.' There is no regular rhythmic shuffle pattern nor any hint at the
familiar taps. The first section uses cakewalk rhythms that vary in section 2 or 3,
these sections being march-like with only an occasion appearance of the cakewalk
rhythm. Interesting imitation effect is present in bars 13-16, with bar 14 dropped if
accompanying a dancer.
GAZABO - 1902 - D. S. Godfrey
Written as a buck and wing dance, "Gazabo" uses the cakewalk rhythm
and tied syncopation with the use of a staccato style. There is an interesting
counter-melody in the trio that is reminiscent of a baritone horn playing a counter-
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melody in a standard march. It is rag-like in the classical sense and with no stereo
type rhythm that would characterize a "buck and wing" dance. It could and
probably should be classified as a rag, cakewalk or two-step.
TROMBONE JOHNSON - no date, cc 1903
Written in cut-time (2/2), the cakewalk rhythm appears with the use of
syncopation as part of the style. Part four, the last strain, is noted on the violin part
and reads:
"To the leader: Don't let the irregularities of the 4th strain disturb
you.’Trombone John' didn't like to wait long on the rest of the orchestra
and frequently cut them off without ceremony."
DOWN HOME RAG - 1911 - W. Sweatman
Titled a "rag" it is also notated a Buck Dance. There is no definition of
what a buck dance 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 pattern 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, re-organized 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.”
THE STOMP - 1923 - Hendrickson
Grove's Dictionary of Jazz defines a stomp as: "The final chorus of a rag,
march, or other lively piece, when played in a loud, spirited manner is called a
stomp chorus. An 'all-in,' 'out chorus', 'ride-out', or 'sock chorus' is a collectively
improvised final statement of the theme in a lively style." In early jazz (being
dance music), the stomp was characterized by stamping feet.
The form or style of a stomp has never been really defined except that the
rhythm is usually a heavy 2 or 4 beats. This piece is interesting as we see these
heavy four beats in the lower parts with a syncopated melody in the upper parts. It
is also marked with accents that could be characterized as stylistic rhythm in
stomps. The piece is in two sections - like a verse/chorus structure. A is 12 bar
long. B is 16 plus 16 in which the theme is presented in the 1st 8 of each 15 bar
section, the last 16 ending in coda - like material.
Interesting, it is also called "House - Rent Blues" and is another use of a
Negro style by Tin Pan Alley composers.
Another definition of a stomp is given as: "A heavy, strongly marked beat
associated with early ragtime and early blues form, characterized by stamping
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steps. A 'stomp chorus' is the final chorus of a lively piece, played in a loud,
spirited manner." The term is used mostly in early jazz.
Deep River
The Negro Spiritual holds a place of importance in the development of
early American popular music. The art of singing a spiritual demanded a style and
talent to embellish a melody. This technique of improvising was one of the main
influences in the development and evolution of the jazz style and was to be one of
the most exciting elements of the jazz style. Preserving these early spirituals - an
oral music - was long neglected, either from a lack of foresight, and or the
difficulty of notating an oral musical technique, a style that usually presented a
different performance each time. Through the dedication and foresight of a few
some of these early spirituals were preserved. Such a man was Robert Emmett
Kennedy, an Algiers, Louisiana native, who wrote down both the lyrics and music
of the spirituals he heard around the New Orleans area. These may be found in his
book "Mellow", the Negro dialect being given in the lyrics. ("Mellows" is
reprinted and is available from the Basin Street Press.)
An emphasis and the realization of the importance of national musical
heritage was created by the visit of the world renowned composer Anton Dvorak
in 1897. Through the influence of Dvorak, a number of American composers
began using Negro and Indian melodies as compositional material. H. T. Burleigh,
a pupil of Dvorak (Burleigh was a Negro), published a number of spirituals in his
rich harmonic style of composition, one of which is 'Deep River.'

THE USE OF THE SAXOPHONE
The more than 3000 arrangements in the John Robichaux's dance music
library gives us a sampling of the use of saxes in the contemporary dance
orchestra of the late 19th and early 20th Century. One of the earliest examples of
the use of a sax in the dance orchestra is a manuscript part written as an addition
to the standard instrumentation for the song 'Sorella' for a C melody sax. There is
no date on the part and it could have been written later than the published date of
the printed parts that are marked with the date, 1906.
Interestingly, in 1907 we find a printed military band arrangement of
'Mignon' using 3 saxes (ATA). There is mention of saxes being used in the
marching bands of Louisiana in 1885 - an article in the Donaldsonville 'Chief.' It
mentions the purchase of a few saxes for the town band.
In 1910 we find 3 arrangements (out of 66) that used saxophones; a
manuscript part for 'Chinatown' for alto and tenor sax (finding manuscript parts
might mean that publishers had not yet decided they should begin publishing parts
for saxes in regular arrangements; two others: 'In the Garden of My heart' (using C
melody) and 'Some of these Days' (using alto, tenor and/or C melody sax), are
present and the way saxes are used will be the main direction of the shows on the
use of the sax.
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In 1911, we have three arrangements (out of 69) which use saxes:
'Marietta' (tenor), 'Red Rose Rag' (ATA), and, 'Somewhere A Voice is Calling'
(with a manuscript part for C melody sax).
From 1912 through 1915, we find only 8 arrangements using saxes out of 1,238
arrangements - hardly a trend. The sax was still not a standard part in the
published arrangements during these years.
In 1916 we find 15 arrangements using various combinations of saxes:
from single sax to two (Alto & Tenor), one brass band arrangement using sax and
two arrangements for dance band with three saxes. Having three saxes published
did not mean there were three separate parts united as a sax section (like the 3
cornet parts of a brass band) but each could double another printed part, or be a
combination of many parts doubling them at certain sections, or be sort of an
obligato part.
From about 1906 to 1917 the majority of arrangements for dance bands
using saxes are limited to one sax. There are a few arrangements using two but
their use was not as a sectional arrangement but as two individual instruments.
The use and number of saxes can be primarily divided into three periods:
1906- 1917 -

one sax period

1917 - 1922 -

two sax period

1922 - 1929 -

three sax period

1930 --------

four to five sax period

From 1917 through 1922 we find the percentage of arrangements using sax
up from 9% to 30% in 1920 - we find a trend in the use of two saxes, the alto and
tenor. Of the 1020 arrangements found there are 216 arrangements using saxes, a
large jump in percentage in the use of saxes.
In 1917 we find 25 arrangements using sax. The majority are for two saxes
(A & T). The percentage of saxes found is 9%, an increase from 1916 of almost
300%. In 1917 we find the first appearance of a part for baritone sax in a march
entitled "War March."
In 1918 we find 29 arrangements that use sax. Of the 19 we find the
following distribution is seen:
sax parts - 19
tenor sax - 6
Alto, Tenor or C melody sax - 1
soprano sax - 1
C melody sax - 2
The songs with 2 sax parts are double with the first mention of the soprano
sax in an arrangement called "Sweet child."
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In 1919 we find another large increase, the number of arrangements using
sax is up to 73 making it 22% of the yearly number. We see the continued use of
alto and tenor sax (49) which again doubles the previous year. There appear
various combinations of saxes in the remaining 24 arrangements.
In 1920, we see a continued increased percentage in the use of saxes with
30% of the arrangements found using sax. Out of a total of 238 we find 93 using
sax. The combination of saxes (using alto and tenor) is again prevalent,
numbering 73.
In 1921, we find the continued trend of the use of two saxes. We find 136
arrangements using saxes - 61% out of a total of 22. From 1920 the percentage
never drops below 60% and reaches a high of 83% in 1926. Eventually there will
be 100% in the 1930's. Also found in 1921 are 15 alto and tenor combinations
with doubling on C melody sax, putting the total of alto and tenor combos to 143
out of 168. We do not count the double of the tenor part by the c melody as two
parts - only one part transposed for two different keys.
In 1922, with 281 arrangements listed, 141 of them use sax or 64%. Those
arrangements using alto and tenor combination number 83 of those 141. We also
see 19 use 2 altos and tenor or 3 saxes, but we see many doublings using C
melody or tenor sax subbing for 2nd alto and alto subbing for tenor. This shows
another increase in percentage although the total number of stocks present from
1922 is lower than the previous year. We find 4 parts in the arrangement "Lady of
the Evening," and "Yankee Doodle Blues."
There is only a small increase - from 64% to 65 % of stocks using saxes,
which comes to 121 out of 186 in the year 1923. Significantly there is a beginning
of the use of 3 sax parts (32) at alto and tenor parts (24), although we have 33 alto
and tenor parts. With C melody doubling putting the two piece sax parts to 57.
This year appears to be the year that the saxes are beginning to be written as a
harmonic section either in three parts or 4 parts.
4 saxes - 5
3 saxes - 32
A,T,C Melody - 33
The only 4 parts are: 'I'm Goin South,' "Indiana Moon,' 'I've Got a Cross
Eyed Papa,' 'Steppin Out,' and 'When you Walked out someone Else Walked Right
In.'
In 1924, we find a large number of stocks using saxes - 111 out of 146 76%. Seventy are A,T,A, 24 are 4 parts and 14 are 2 part (A & T). The use of
three sax parts remains the most consistent combo until 4 sax combos and
gradually to 5 that is the present arrangements in 'stage' bands. We also find very
little use of clarinets. Clarinets in various numbers, are still found, but in very few
arrangements.
In 1925, the number rises to 82% or 100 or 121, and we see less use of a
clarinet. We also see an arrangement using 5 saxes (no Bary. included) "Outside
of You." The majority of stocks are for 3 saxes (AAT) - 85 arrangements.
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In 1926 the percentage of stocks using saxes is at 83% or 133 out of 160. There is
continues less use of clarinet. Three part sax parts number 119 with only 14 not
the same (11 written for 2 saxes).
In 1927, we find a drop in percentage of stocks using sax parts - 75% or 93
out of 123. The prevalence of 3 sax parts is seen (85 out of 93) - only 6 are for 2
saxes and one with 4 saxes. There is still use of clarinet and flute which will
continue till 1935 (no flute) and no clarinet. The popularity of 3 saxes continue
until 1930's. One stock contains 3 altos - 'Kiss and Make Up.'
In 1928 a slight drop of percentage occurs - 74% from the previous year 87 of 117. One hundred and twenty-eight are in 3 parts, only 1 in 4 parts and 11
with 2 saxes. The trend for 3 part sax parts is now somewhat standard.
In 1928, while the total number of stock goes down to 65 the percentage of these
using saxes are at the highest level - 93% or 61 out of 65, the remaining (except
for one) are 4 part sax arrangements.
Saxophones were introduced into American Brass Bands in the 1880's and
in the early 20th Century in dance bands (1906).
1906 - 1917 - One sax - alto, tenor or C melody
Saxes were introduced into American Brass Bands in the 1880's and in the
early 20th Century (1906) in dance bands. During this era (1906-1916) there were
few arrangements using saxes and manuscripts are found of sax parts added to
published arrangements. We find alto, tenor and C melody saxes written for. The
majority of sax parts are written for only one sax. The sax part usually doubles
other parts, plays the melody in some sections and harmony in others. There are
few individual parts that do not double or support the other instrumental parts. I
believe the arrangements were first written for traditional instrumentation and
then a sax part was added.
1917 - 1922 - Two saxes - alto and tenor
Evolving around 1917 until 1921/1922 we find the popular use of 2 saxes
in dance arrangements, mostly an alto and tenor sax. While we see appearances of
more than 1 sax in a dance arrangement prior to 1917, during this era we find a
prevalence of 2 part sax parts. There is no sectional work for the saxes, they still
double parts, both harmony and melody. There is evidence of individually written
sax parts, showing that arrangers were thinking of the sax as an individual
instrument, not just an added part for doubling but had not yet thought of using
the sax as a section like the brass.
1922 - 1929 - three saxes
Around 1922, we find the early arrangements of saxes written as a section
and they become an integral part of the ensemble. As a result we have the clarinet
becoming less important as an ensemble
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By 1924, we find the sax well-established as an integral part of published
instrument but retaining a place in the ensemble. The clarinet's position will not
be a part time instrument with the arranger requiring the sax players to double on
clarinet. We find sax sectional jazz breaks and we find the use (with sectional
established sax parts) of 3 or more saxes. AA and TAT. Jazz arrangements and
this era begin the modern era of arranging for an enlarged dance ensemble.

CONCERT IV
JULLIEN'S ENGLISH QUADRILLE - 1856 - Jullian
Jullien, of 'monster' concert fame, composed this piece for a quadrille
orchestra of "2 violins, flute, clarinet and cornet. (No piano nor string bass nor
drums.) The ensemble carried the melody, harmony and the basically simple
rhythm demands of the dance.
ORANGE GROVE IN CALIFORNIA - 1923 - Irving Berlin
Written by Irving Berlin in 1923 for the Music Box Revue of 1923-24, it
was released in a number of styles which still included the military band. It is
labeled 'March or Fox-Trot." The arrangement is for a military/dance band.
BLUES FOR DIXIELAND COMBO - Arrg. Paul Tanner
Using the instrumentation of a Dixieland combo, Paul Tanner, in his book
on jazz history has arranged this combination using the progression of a blues to
create the sound of the six-piece Dixieland combo of the early jazz age. The front
line of cornet, clarinet and trombone play their traditional styles.
Paul has also used the blues as a platform to illustrate the 'Chicago' sound
with the addition of new instrumental sounds. We also here the blues arranged in
a 'cool' style using fl, cr., trb., gt, p, bs, dr.
1906 to 1916 - ONE SAX
SORELLA - 1906 - Borel/Clerc
Labeled as a 'Spanish March,' 'Sorella' was popular in Paris as did all
Latin music. This period was referred to as 'The great Parisian craze.' While no
date is given, the written out soprano saxophone part is mostly doubling cello.
With many dance bands not having cello, this sax part is playing a part that might
not have been played. In some phrases the sax part doubles the trombone or
clarinet. Perhaps with the unavailability of cello players the sax gradually took
over cello parts and was to become the backbone of the dance group.
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WHEN YOU HEAR JACKSON MOAN UPON HIS SAXOPHONE - 1916 E. Carroll
The arrangers are beginning to experiment on how best to write and use
the saxophone. We see this in 'Jackson.' The tenor sax is used to play some
harmony parts, some pick-up notes and as a fill in and sometimes doubling
trombone parts. In the trio it mostly doubles the cello part.
'Jackson' is labeled a Medley fox-trot and is from Oliver Morosco's play
with music 'So Long Letty.' From the lack of syncopation and other jazz related
elements 'Jackson' is more of a show tune and typical of the 'straight' popular
music of the era prior to the First World War. It is in three sections and includes
an introduction and a D. S. The first section acts like a verse to the chorus of the
second section. The third section contains one figure that uses one beat of
syncopation, although with the tie it sounds more like the following figure is an
anacrusis to the following melody, and seems mis-placed. It sounds like a lengthy
introduction as there is a repeat back to the D. S.
JASMO - 1917 - J. Klohr
In this arrangement the alto saxophone is written exactly as a duplicate of
the first cornet part. On the written cornet part we read: "1st Cornet in Bb (or Bb
saxophone). In the part for saxophone we read: (Solo) Alto Saxophone.
Jasmo is labeled "One-step Oddity." We find in many jazz arrangements of
this period the use of the glissando on the trombone - a sound that is apropos of
jazz band sounds. It is played by the trombone in "jazz breaks." The violin and
flute often double the cornet/sax melody with the 2nd cornet the lone supporting
instrument. The harmony is mostly covered by the chord accompaniment in the
piano. A good technique is required to play this piece. It contains syncopation and
a melody that contains grace notes and 16th note passage work. While it was
written for dancing it is also a good piece for concert.
SAXOPHONE BLUES - 1919 - A. Bernard
Although written and published in 1919, this arrangement, like a number
published after 1917 still only use one saxophone in its instrumentation. The sax
part still doubles other instruments (the violin in the first section, the lst cornet in
the chorus). An interesting yet puzzling passage for the sax in bars 15 and 17 as
we find a group of 16 and 32nd notes filling the last two beats of each measure.
No other instrument plays this and it seems a recalcitrant figure out of place.
While called a blues it is not in the traditional 12 bar blues progression. The great
Negro composer William Grant Still is the arranger and it is published by Pace &
W. C. Handy's Music Publishing Company.
1917 to 1922 - TWO SAXES
MY FOX TROT GIRL - 1917 - Biese

29

A four bar introduction leads to the first section (A) 16 bars long in two 8
bar phrases. Section B is 32 bars long and leads to section C (trio) that modulates
from D major to G major. The Last four bars have the lead in the low parts and
leads to a D. S. al Fine that takes you back to Section B and a Fine ending. The
arrangement contains parts for both an alto and tenor saxophone. One can see that
the arranger is still searching for the best way to use the saxophone. With one sax
the arranger could double parts that needed support or write an obligato part that
would fit into the arrangement but with two his dilemma grows and becomes a
problem of how to write for two saxophones in the band. The sax parts probably
were written last and their parts were a combination of doubles and obligato
styles. This is seen in this arrangement. Both the alto and tenor double
cello/trombone parts and only sparingly have quasi harmony support parts. We
really find no real section work together. This arrangement shows the transition
role played by the early arranger using two saxophones in an arrangement.
MR. JAZZ HIMSELF - 1917 - Irving Berlin
Mr. Jazz Himself is an Irving Berlin composition and is labeled 'Medley
Fox Trot.' The arrangement contains parts for alto & tenor saxophone. The
melody is syncopated and the harmony is simple and typical of the era. The sax
parts double the trombone, and cornet, but seem to have a more individual part
and appear to be written as a group or section. This is the next step in the process
of the saxophones becoming a legitimate section (when the arranger uses three it
almost automatically assures section work).
I'M A JAZZ VAMPIRE - 1920 - A. Swanstrom
This piece is marked a fox trot. The arrangement is a very good example
of a swinging jazz tune at the beginning of the jazz age - approx. 1920. There is a
four bar introduction leading to section A that is 14 bars long. Section B uses an
introduction material with 2 cadences. Section C is 10 bars long with a quarter
note motif. Section D uses material from the introduction and material from
section B for 4 bars with a 4 bar extension. Section E makes use of material from
section C for 6 bars. Section F again uses introduction material - two bars the
same with a 4 bar extension.
The sax parts have shown some independence and play some harmony support but
doubling are still frequent. A vocal chorus is included.
1923 TO 1929 - THREE SAXES
BLACK CAT LUCK - 1922 - Spencer Williams
Black Cat Luck, written by Spencer Williams, begins with a 4 bar
introduction and followed by a 2 bar vamp. This is the traditional musical
structure for the beginning of jazz tunes in the 20/s.
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Written for one alto and two C melody saxes (playable by tenor saxes of
course) is written with the saxes as a section. This period is really the beginning of
our modern dance band sound.
WALTZ OF LONG AGO - 1923 - Irving Berlin
No series using popular music would be complete without an Irving Berlin
Waltz. Written in 1923, 'Waltz of Long Ago' uses three sax parts (ATT) with the
2nd tenor labeled 3rd saxophone that is doubled by a soprano sax part. The 3rd
sax parts shifts between the first and second parts at the chorus that illustrates the
sax had not settled into a regular arranging routine in the early 20's. The
saxophone parts fluctuate between section work and diversified doubling, obligato
and tutti passages.
ROSES OF PICARDY - 1923 - H. Wood
A song that was to become a standard song, Roses of Picardy stresses the
use of tonal sonorities and makes use of tonal combinations along with the new
influential jazz' sounds blended in with a more classical approach in one of the
last attempts at continuing the classical approach to popular music. The violin is
well written for with an artistic use of nuances and dynamic levels. Great contrast
in timbre combinations occur in this arrangement. Rhythm is straight dance band
rhythm without the use of syncopation. The total ensemble sound is aesthetically
beautiful but fading and giving way to the new saxophone domination of the
popular dance band. There is the jazz element of using mutes in the brass
instruments in this colorful arrangement by Chas. Grant which include a part for
oboe.
NANCY - 1924 - Black/Moret
Written for three saxophone parts with the flexibility of three altos or an
alto and 2 tenors, it also included parts for 2 clarinets. It uses the three saxes in
harmonic section work. There is a sax trio section at C using the melody
harmonized showing the coming to date of saxes used as a complete section. We
can see the evolution of saxophone arranging for the developing concepts of
dance bands arranging. There still remains the problem of what to do with the
clarinets. They will solve this problem by having the saxes doubling on clarinet.
The tempo is a brisk two to a bar. From 1923 we see the prominence of the saxes
and the decreasing use of the clarinets, flute, and violin. While clarinets will be
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used in combination with saxes, the violin and flute would be dropped from the
ever popular jazz dance orchestra, except in the large orchestras of theaters or the
'symphonic orchestrations' of Whiteman and Lopez. This is the last hurrah of the
ragtime-Atlantic City style popular music and we see the emergence of the 'jazz
song' that would now monopolize the pop music scene. In this arrangement we
find arrangers continue to try and use the clarinet as a section but this practice is
to become obsolete except in their use in searching for new combinations of
sound for the 'swing' bands of a later date. We find arrangers using two clarinets, a
practice that was doomed from the start.
JIG WALK - 1926 - Duke Ellington
''Jig' was published in 1926 and written by Duke Ellington. The words, by
"Jo" Trent, seem to be an attempt at homing in on the new dance and jazz craze.
During this era Negro dances were the fad on Broadway, especially the
Charleston. We find the Charleston rhythm used with syncopation prevalent
throughout the piece.
The Charleston rhythm appears in the introduction of 8 bars and is
followed by a section of 16 bars which appears to be a verse. This is followed by
the chorus containing the lyrics and the Charleston rhythm. It is 32 bars long, in
popular song form, AABA. The verse is then repeated as a piano solo, followed
by a transition of 12 bars that lead back to the chorus and a coda of 5 bars.
The arranger, Arthur Lange, uses 3 saxes, ATA, as a section in 3 part
harmony showing that arrangers are now settled in their use of the family of
saxophones, a family that is now well developed and becoming the backbone of
the larger jazz ensemble.
CAROLINA SHOUT - 1926 - James P. Johnson
Carolina Shout, written by the famous pianist/composer James P. Johnson,
uses the saxophones as a section with doubles on clarinet. The violin doubles the
alto/clarinet part and is now redundant and superfluous in the new instrumentation
of the less than 'huge' jazz bands of the Whiteman variety. The sax sound is
becoming the most influential of all the jazz elements during the year of 1926 the zenith of the jazz age is upon us in 1926.
CUSHION FOOT STOMP - 1927 - Clarence Williams
We hear in this composition, the establishment of the 'modern' sound of
dance bands. The saxes are in the lead but the use of solos in both the clarinet and
cornet (which are open to improvising), give us a nostalgia of the past style of 'hot'
playing. It is a true blues progression. The violin part is just doubling with cues
for other instrumental solos, and is not needed. The trombone part contains some
interesting counterpoint and also includes glissandos. Great example of what jazz
has become in the late 20's while still keeping solos work.
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ZULU WAIL - 1927 - Skinner/Bibo
'Zulu' is arranged for three saxes that switch to clarinets during the
arrangement, which is by Frank Skinner. Marked "A wail of a blues," the piece is
not in the traditional blues style. We do find the use of the flatted 3rd. We have a
change to Clarinets at B2 and they play a jazz tutti ride. It is to be played in a "hot
tempo."
HARLEM RHYTHM DANCE - 1933 - Clarence Williams
Seems like a series of jazz riffs thus the name and use of rhythm in the
title. Posses lyrics in jazz slang and is marked "swingy and Written in 16 bar song
form the 2nd repeat 6 is extended 2 bars, followed by a 4 bar transition and
modulates from Eb to Ab, then goes to F. The theme is presented again in the Ab
section. Fast," and is just that. A real crowd pleaser.
OSTRICH WALK (1917) 1938 - L. Shields/N. LaRocca
Originally recorded in 1917 by the ODJB, this arrangement was published in
1938. Dance orchestras are expanding their instrumentation. This arrangement
contains: four saxes (2 altos, tenor and baritone sax), three trumpets and two
trombones, along with piano, bass guitar and drums. It is a big band arrangement
of an early jazz tune and gives us the 'modern' jazz sound of a contemporary jazz
orchestra.
BABY WON'T YOU PLEASE COME HOME (1919) 1942 - Cl. Williams
Written by Clarence Williams in 1919, 'Baby' became a standard and was
rearranged in 1942 for the contemporary 'Big Band.' We recognize this as a 'legit'
arrangement with the sound we are accustomed to hearing.
MORPO - 1954 - Shorty Rogers
Modern arranger/trumpet player Shorty Rogers uses a smaller ensemble in
an attempt at reaching a big band sound with fewer players and also in an attempt
at making it 'swing.' Many of the arrangers in the decades following World War II
saw the disappearance of most big bands as a media for popular music. They tried
(with much success) to get a 'different' sound with less people that resulted in a
new contemporary sound that gave musicians the chance to improvise within the
arrangement.

Articles From the Anthology of Jazz
(Comments of author in bold type)
The innovations and styles of jazz is American. Jazz is the use of
elements of European classical music and the creative style of African music.
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As we evolved as a cultural society with basically European tendencies in our
music, America did it in their own way, both in style and instrumentation. It
was hard for some European musicians to accept American customs. One
school of controversy is in the size of our theater orchestras. In an article in
Jacobs' Orchestra Monthly of March, 1911, a European musician commented
on the small size of the theatre orchestras. The conversation continued with
the following conversation:
"Orchestra?' said the German musician, "I do not see any."
"You don't see any?" exclaimed the astonished manager.
"No," said the German, I do not see any orchestra. All I see is a few
fellows playing together."
The rest of the article is given below. Its view of our music ensembles is
worth reading as it gives the Europeans view on American musical endeavors
"What would you call an orchestra?" said the manager.
"Well," said the musician, "if you had a director who used the baton
instead of having to play the violin and try to direct at the same time, and four first
violins, two seconds, two violas, one 'cello, one double-bass, one harp, two
clarinets, two flutes, one oboe, one bassoon, two French horns, one cornet, one
trombone, one drum one tympani-"
"Hold on," said the manager, "do you know that you've got up to twentyfour already. Do you think I am going to give symphony selections between acts?"
"I am only giving you an idea of the least number of men who can render
orchestra music adequately," was the reply. "Even twenty four men, while they
could render overtures and entr'acte music in a pleasing manner, would not have
an instrumentation of sufficient size to render symphonies."
"My dear sir," said the manager, "you do not understand; the expense of
such an orchestra would break me up. The unions in America have screwed up the
salaries of orchestra musicians to two or three times what they receive in
Germany, England or France. Such an orchestra as you have described would eat
up all my profits. The people who come to my theatre are perfectly satisfied with
the orchestra. The whole town takes a pride in it, and traveling directors tell me I
have one of the cleverest orchestras in the state, and that they simply "eat up" this
show music. The people who come to my theatre don't want to be educated; they
want to be amused. They want to hear 'Red Moon,' and 'Blue Moon,' to say
nothing of 'Rosy Moon,' 'Dusky Moon' and all the other Moon song its, and
'Goose Bone Rag,' 'Splash Galop,' and seventeen different kinds of dreamy
waltzes and rags, and the latest selections from 'Princess Odorodo,' etc. They don't
hanker at all for Mozart or Beethoven, or even Puccini or Debussy."
"I cannot see it in that light at all," said the German. "Everything else
about your theatre is perfection itself. Look at your brilliant electric lights. Would
you cut your lighting to one third?"
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"Indeed no,” said the manager. "Now you are getting to things that draw at
the box office. I could do no business at all without my stage and theatre blazing
with electric light."
"But you are satisfied with the feeble, thin-toned effect of eight men trying
to do the work of twenty," was the reply. "Is not the music as important as the
lighting? Would not rich, full, splendid orchestra music draw enough more people
to the box office to pay for itself? I am sure it would."
The manager did not think so, and as he argument went on, each
contended for his point. The manager could see the drawing powers of hundreds
of electric lights and rich, red plush hangings and carpets, but not of an orchestra
of twenty-four men. Managers are the same everywhere in the United States. They
are constantly trying to cut down the size of orchestras and the salaries of
musicians as well. In exceptional cases, long engagements of dramas have been
played in New York theatres without any orchestra at all.
Leaders of orchestras in our theatres would be delighted, of course, to have
the size of their orchestras increased, provided salaries were not cut to even up the
increased expenses. As it would be an exceedingly difficult matter, however, to
reform all the managers in the country on the large orchestra proposition, our
leaders are up against a 'condition and not a theory,' as Grover Cleveland once
said, consequently their only course is to do the best they can with the number of
men the manager is willing to pay for.
It is perfectly apparent to any musician that the ordinary theatre orchestra
instrumentation in an orchestra of less than twelve or fourteen men is very badly
out of balance on account of the predominance of the power of the wind
instrument over the strings. Let any one sit in the back seat of a theatre while the
orchestra is playing a forte passage and note the effect. About all that can be heard
are the flute, clarinet, cornet, trombone, and drums, with an occasional squeak of
the violins. The one second violin and viola furnishing the chords of the harmony
cannot be heard at all. Also when the string section, consisting of two violins,
viola and double-bass have passage alone, the effect when the orchestra is playing
between acts, is extremely thin and inadequate, partly owing to the fact that the
audience is spending its time in talking and discussing the previous act, and many
people are going in and out. A string quartet playing on the stage with the
audience quiet, and listening intently, is a very different proposition from a string
quartet smothered in the orchestra pit, with the whole audience laughing and
talking and people going in and out.
From an experience of over twenty years in directing theatre orchestras of
every size and combination of instruments, I am firmly of the opinion that the
piano should form one of the combinations in a theatre orchestra of anything less
than twelve or fourteen men. The piano is an orchestra in itself, and furnishes a
wonderful backing in a small orchestra. In the smaller cities of this country the
piano is almost universally used in small theatre orchestras, but in the larger cities
the opposite is the rule. Berlioz in his work on instrumentation says that the piano
should only be used in orchestra for certain special effects which can be made by
no other instrument, and should not be included in the regular instrumentation of a
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symphony orchestra. He, however, had in mind a complete orchestra, with enough
members to give sufficient volume to all parts, and with all instruments
represented. It is true that the piano is out of place in a large orchestra, since its
tone color does not assimilate well with orchestra, except when it is used as a solo
instrument, for concertos and the like, accompanied by the orchestra. For this
reason there is a great prejudice among our best theatrical orchestra leaders
against the use of the piano in the orchestra. A great many theatrical leaders are
falling back on the cabinet organ for use with small orchestras. They take the
stand that the tone of the cabinet organ is similar in tone color to the wind
instruments, and that its effect is much better than that of the piano. Two of the
leading theatres of Cincinnati, the Lyric and the Columbia, now number the
cabinet organ as a regular part of their theatre orchestras, and it must be admitted
the effect is very good. The cabinet organ is used principally for accompaniments,
assisting the second violin and viola, and also filling in 'cello parts, and other parts
where necessary. A small but very powerful cabinet organ is used and it is found
very useful in a small orchestra.
I believe, however, that the piano is the best means for increasing the
volume, and adding to the completeness of a small orchestra. The chord
accompaniment furnished by one second violin and one viola is not sufficiently
prominent in a small orchestra, when the wind instruments are playing, and, if no
'cello is used, there is a distressing, hollow gap from the low tones of the doublebass to the chords of the second violin and viola. This gap is filled effectively by
the bass of the piano, which has many 'cello parts given it to play, by the arranger.
That the instinct of the musical profession has been steadily towards the use of the
piano in small orchestras, is proved by the fact that, whereas twenty years ago the
leaders with traveling companies, (except in the case of opera companies and
musical comedies), were almost the music sounds badly, cannot locate the culprit,
and so condemns the whole orchestra, or in many cases the wrong men."
The above narrative shows the European opinion and tradition in
orchestral music, and especially in the 'pit' orchestra size that supported
popular stage productions. In America there was no long tradition of
orchestra size or a tradition of arrangers. Economy was the main reason
orchestral sizes were smaller in America. This gave the arranger the
challenge of orchestrating with fewer instruments. The use of the piano was
important as a pianist could take the parts of the second violin and viola, a
combination that usually played the chords (harmony) of the ensemble. We
read of the lack of volume of the violin which was gradually excluded from
the 'pit' orchestra. We will soon read of the incorporating of the saxes in the
'pit' orchestra The arranger and the new timbres he created was of
paramount importance in the progress and development of the American
orchestra. This new timbre was very influential to classical European
composers. The incorporation of new ensemble combinations - especially the
saxophone, in the evolving American popular orchestra that evolved into
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what would be known as 'Jazz bands' becomes the most important influence
and greatest value of the new American orchestral sound.
While the big city 'pit' orchestras could afford and acquire orchestras
of a modest size the small town atmosphere could not. The town musicians
most often formed the 'pit' band at the local theatre. One example can be
found in the town of Donaldsonville, Louisiana, where, at the local theatre,
the Claiborne Williams orchestra was hired to play in the 'pit' of the local
theatre.
We read, in the October, 1911 Jacobs' Orchestra Monthly of this
subject of small town 'pit' or dance orchestras:
"In the smaller towns some fearful and wonderful combinations are met
with. A traveling leader told me that he once ran across the following theatre
'orchestra' in a southern town - accordeon, guitar and clarinet. These three showed
up at rehearsal to play the show music, but the leader diplomatically explained to
them that he did not have parts for those instruments, and played the show with
piano alone. Piano and drums, or piano and violin is a combination frequently met
with. For a very small orchestra, say of four pieces, the combination most
generally used is piano, violin, cornet and drums. In the smaller cities of the
United States it is probable that the greater number of theatre orchestras consist,
of the following combination of seven: lst violin, piano or 2nd violin, double bass,
clarinet, cornet, trombone, and drums. An orchestra of eight would add viola or
flute and of nine would include both viola and flute. If more men were required,
an extra first violin, a 'cello, horns, oboe, bassoon, etc., would be added until if
required, the instrumentation of a full orchestra would be reached.
Of course the instrumentation of an orchestra of seven, as outlined above,
is a musical absurdity, owing to the great preponderance of the volume of tone of
wind and percussion instruments over the strings. Still as the main point is to get
as much effect as possible in playing the music of the various shows which play at
the theatre, and as these instruments are all required for special effects, it is
doubtless as good a combination as could be devised."
One judgment - that of attempting music that is beyond the ability of
some musicians in town orchestra, is ageless and one reason that using a
piano with a small orchestra is favorably accepted is that a higher class of
music can be played. American arrangers were gradually replacing the
backbone of the European orchestra (strings) with the addition of new
instruments into the orchestra like the piano and saxophone. In the same
article we read:
"An overture which would sound ridiculous with seven men with only
orchestral instruments can be made to sound fairly well with the addition of a
really good pianist. Slow movements also, which would sound insufferably thin
and tedious with only two fiddles and a bass on the string side of the orchestra,
sound altogether different with the firm, incisive accompaniment of the piano.
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For between-act overtures in a very small orchestra, say of eight men,
many leaders prefer two first violins and flute with the piano, instead of first and
second violin and viola with piano, and I personally think that this is more
effective where the number of men is limited. For sympathetic, "plaintive" cue
music to be rendered during the action of the play, of course nothing is so good as
a string quartet, but if a second violin player who can also play first, and a viola
can be found who can double on flute where there is no flute for the overtures, a
much stronger combination can be secured, many traveling leaders who play the
piano part, prefer two first violins to first and second, as one first violin in an
orchestra is apt to sound squeaky and whining, whereas two first violins give
much better volume, and produce an altogether better effect.
Some of the best entr'acte music I ever listened to with a small
combination was in a New York theatre. It consisted of eight men, all strings-three
first violins, two seconds, one viola, 'cello and bass. They played high-class
music, and the effect was excellent; and, for a wonder, the audience really
listened. Such a combination would be out of the question, however, for general
theatrical work. There would be no cornet to trumpet when his Majesty Louis XV
was announced, and no drum to "catch the falls" when the German comedian fell
downstairs, etc., etc., while such a combination would be too weak to hold up the
chorus of a musical comedy.
It will no doubt be found that the old combination of two violins, viola and
bass, flute, clarinet, cornet, trombone and drums, with the addition of the piano,
will be found the most useful for ordinary theatrical business, with the addition of
an extra first, cello, oboe, bassoon, horns, etc., where a larger number is required.
I have no doubt many leaders will take exception to my strong predilection, for
the piano in a small orchestra, as expressed above, since so many are of the
opinion that the "plunk" of a piano in the orchestra is suggestive of a Bowery
dance saloon. They must remember, however, that the piano covers a multitude of
sins; and if they will take the trouble to test the matter, listening to a small
orchestra from a rear seat in the theatre, first with the piano, and then without,
they will speedily become convinced that the piano in a small orchestra is the
equal of four extra men, at least."
A theatre orchestra in a small town, in a large number of cases, fails to
please its patrons because too difficult music is attempted. A small orchestra of
beginners which could render ordinary two-step, waltzes, first grade overtures,
and medleys with fairly pleasing effects, makes a laughing stock of itself by
attempting to play overtures like "Zampa," "Poet and Peasant," difficult operatic
medleys, etc., etc., with the tempi wrong, intonation bad, wrong notes galore, and
every man playing on his own hook a great portion of the time."
The town orchestra was versatile, playing both theatre music and playing
for the many dances in their town. These town orchestras are the ones that
incorporate jazz music when it becomes popular and these musical groups become
the main ensembles that play jazz music as it spreads over America.
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Using a piano in the various style and size orchestra was an important
character of American orchestra (Sic: this term 'orchestra' does not mean a
symphony orchestra, it does not even mean that strings are involved. It is a word
meaning a group of musicians only.)
Basil Sadler, in the March, 1915 issue of Cadenza talks of the piano
and the pianist and his ability to play for pictures, vaudeville, dances both in
orchestras and solo:
"The most important man in a dance orchestra is the pianist, for a good
one can hold up the whole orchestra, regardless of its size. Good pianists who
know "the tricks of the trade" are therefore in great demand.
To know these tricks the pianist has only to pay a little attention to things
that are going on about him. For instance, the pianist who plays for pictures and
vaudeville must be wide-awake and up to the minute; he must watch the pictures
or the performer and play "with them" rather than against them. This is something
that is often overlooked by the average dance pianist, who generally plays the
music as he sees it, and lets the dancers follow him, instead of his following the
dancers. A good performer should always keep an eye upon the people on the
floor and get the swing from them.
This incident recently occurred in a new dance hall on the opening night:
The manager with all good intentions engaged a four-piece orchestra, one of the
best that could be found. The men were fine "concert artists," but for dancing
"they were no good," as someone present remarked. As a result the dancers began
leaving the hall at 10 o'clock. The outcome was that a colored orchestra was
engaged immediately to replace the "concert artists," and they are still holding the
engagement. Why? Because the rhythm of the colored orchestra was perfect, and
pure rhythm is the backbone of the dance."
From the last statement we can realize that the most important element of
jazz is rhythm, a fact that many colored orchestras emphasized. The musicians of
the theatre orchestra playing for dancing had not yet realized rhythm was
important, more important than melody or harmony, as the music was for dancing.
Once they realized this they could play written jazz 'licks' and arrangements and
satisfy the dancers."
Sadler continues:
"Now the pianist who "plays alone" for dances must watch all these little
details, especially in class work....must follow...instructor at all times, and play
according to the teacher's counting and step. What he plays makes no difference,
it's the way he plays it that counts. On a wager, recently, I proved that I could get
just as much applause from "The Shade of the Old Apple Tree" and "Sweet Rosie
O'Grady" for a waltz as I did from "Millicent." The dancers were concerned in the
even time more than the number I was playing.

39

I know an ear player who demands a big price, and yet he does not know
one note from another. He still plays "The Horse Trot" and "Apple Blossom Time
in Normandy" for the dances, but people overlook that, for they say, "He keeps
such perfect time." Now isn't that enough, pianists, to convince you of what you
must do if you would play for dances?"
From the above article we should understand the emphasize on
rhythm in the new dance music. We find no retards, drastic changes of
dynamics or small nuances. In the new dance music, the emphasize is on
rhythm, with no changes of rhythm. It was like a march, steady rhythm
throughout. If early jazz was anything other than dance music would we not
find a more musical interpretation with the use of drastic dynamic changes,
more rhythmic nuances? From its musical examples we can see it is dance
music. Only later, as it develops into an art and evolves into listening music
do we find the audience not dancing but listening as to a concert.
The jazz band, with its rhythm and instrumentation is evolving as the
main ensemble for dancing. Critics, writers and the public (especially
overseas) are at a loss to understand what a jazz band is? In the Ragtime
Review of March 1917, an attempt is made to answer this question:
"WHAT IS A JAZZ BAND by Gill - Ragtime Review, March 1917. The
much-talked of Jazz Band has created no little excitement since they were given
the positions of the so-called legitimate musicians. But the real truth is that the
average musicians and the general public do not know what a Jazz Band is and
why they have been so named. First I might ask that you, dear reader, make a
search in your dictionary and see if you can find the word Jazz. You will then be
convinced that there is no such word, and you will not find one person out of one
hundred that could tell you what the word meant other than it is a slang word of
the underworld. To those who are one-step and fox-trot crazed the word when
mentioned will at once express the style of music that is most desired, and if asked
to explain what kind of music this refers to and you were forced to eliminate the
word 'Jazz' you would at once say: "Oh, the kind with the er-a-" and for lack of
words begin snapping your fingers and go through the fox-trot step in order to
impress upon you questioner your meaning.
It is known fact that the negro possesses a different rhythm from any other
nationality and that he has the natural ability to apply this rhythmical swing to
anything that he is capable of doing, and more so if he finds enjoyment in his
undertaking. Some of the best business musicians of the white race are at a loss to
understand why there is such a bast difference in the way they play a rag number
and the way their colored brother plays the same rag. The secret is that one plays
the music note for note and in a mechanical manner while the other will improvise
at times and be governed by his own ideas as to his style of playing. He will
almost unconsciously pay as much, if not more attention to the musicians
surrounding him than he does the music. The result is that by each man following
this method they soon learn to quickly grasp the other fellow’s rhythm. Did you
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ever hear a colored bunch play out of time? You may have, but I dare say that they
were not playing a rag.
In New Orleans the white people wanted that certain rhythm to be played
at their dances, and for a while they could not find enough colored musicians to
supply their demands. The white musicians at once started to try and play like the
"Jigs," and finally there were many with a good ear and a fair understanding of
music to not only equal, but surpass the standard that was required to meet the
demands of the dancing public. Still they were known as dance orchestras. A
would-be cafe proprietor, in order to outshine the lesser lights of the cabaret
world, went to New Orleans and imported five white boys that were at that time
engaged at the Pup Cafe. (The ODJB) They set the town afire with noise and
when the smoke cleared away it was found that they could not read, but were a
bunch of good fakirs.
(New Orleans was a 'party' town and always had a multitude of dances. It
was difficult at times to find a band. This supply and demand made many people
hurry to learn music and their shortcoming musically resulted in groups like the
ODJB. This demand created many 'fakirs' one of the main characteristic but
shortcomings of early jazz. New Orleans also was a more liberal city than many in
the north. It was common to have colored orchestras play for white dances,
although the reverse was seldom if ever true. But, New Orleans musicians, both
white, black and Creole played in an emphasized rhythm that was different than
other bands in the rest of the country.)
(Rhythm was the most important element in African music and the
American Negro's heritage is his exposure to the use of rhythm of his native land.
European music as played in their music, used the percussion mostly as color, the
emphasize was on melody, harmony and timbre. With early jazz connected with
the dance so closely, the rhythm was all important. Once the existing dance
orchestras understood the role of the rhythm they played excellent jazz and once
colored bands incorporated melody and more advanced harmony they too evolved
into excellent musicians, although each group interpreted their dance music to
their needs and their own heritage in music.
The public went wild over them for a short while. It appeared strange that
there were no musicians in Chicago that played the new kind of Jazz music.
Someone asked for one of the latest popular melodies, and right there they died.
The boys got together and started to playing all the "Blues" they could find
and the result was that the public at once arrived at the conclusion that there were
musicians right here that could play that wonderful Jazz music, hence the cabaret
that has not a Jazz Band these days is not considered up-to-date, and the
musicians that these Jazz bands are composed of are some of our best business
musicians who are playing Jazz music and don't know it.
They were heralded as the "real Jazz band" playing "real southern Jazz."
The "real southern Jazz" was nothing more nor less than a few of those darky
melodies played as raggy as possible with each man slurring and making as many
discords as they could while slipping and sliding to the melody of whatever they
were trying to play.
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The public went wild over them for a short while. It appeared strange that
there were no musicians in Chicago that played the new kind of Jazz music.
Someone asked for one of the latest popular melodies, and right there they
died......"
There have been many theories on the origin of the word 'jazz.' In the
April 26, 1919 issue of Literary Digest in an article entitled "A Negro
Explains Jazz" we read:
"I believe that the term "jazz" originated with a band of four pieces which
was found about fifteen years ago in New Orleans (Sic: 1904) and which was
known as 'Razz's Band.' This band was of truly extraordinary composition. It
consisted of a barytone horn, a trombone, a cornet, and an instrument made out of
the chinaberry-tree. This instrument is something like a clarinet, and is made by
the southern Negroes themselves. Strange to say, it can be used only while the sap
is in the wood, and after a few weeks' use has to be thrown away. It produces a
beautiful sound and is worthy of inclusion in any band or orchestra. I myself
intend to employ it soon in my band. The four musicians of Razz's Band had no
idea at all of what they were playing; they improvised as they went along, but such
was their innate sense of rhythm that they produced something which was very
taking. From the small cafe of New Orleans they graduated to the St. Charles
Hotel, and after a time to the Winter Garden, in New York, where they appeared,
however, only a few days, the individual musicians being grabbed up by various
orchestras in the city. Somehow in the passage of time Razz's Band got changed
into 'Jazz Band,' and from this corruption arose the term 'jazz.'
This article continues and describes the various sounds of this new music
'jazz:"
"The negro loves anything that is peculiar in music and this 'jazzing'
appeals to him strongly. It is accomplished in several ways. With the brass
instruments we put in mutes and make a whirling motion with the tongue, at the
same time blowing full pressure. With wind instruments we pinch the mouthpiece
and blow hard. This produces the peculiar sound which you all know. To us it is
not discordant, as we play the music as it is written, only that we accent strongly
in this manner the notes which originally would be without accent. It is natural for
us to do this; it is, indeed, a racial musical characteristic. I have to call a daily
rehearsal of my band to prevent the musicians from adding to their music more
than I wish them to. Whenever possible they all embroider their parts in order to
produce new, peculiar sounds. Some of these effects are excellent and some are
not, and I have to be continually on the lookout to cut out the results of my
musicians' originality."
In the same article we read about the attempt of a French band to
play the same score as was heard by the Europe Band:
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"After the concert was over the leader of the band of the Garde
Republicain came over and asked me for the score of one of the jazz compositions
we had played. He said he wanted his band to play it. I gave it to him, and the next
day he again came to see me. He explained that he couldn't seem to get the effects
I got, and asked me to go to a rehearsal. I went with him. The great band played
the composition superbly - but he was right; the jazz effects were missing. I took
an instrument and showed him how it could be done, and he told me that his own
musicians felt sure that my band had used special instruments. Indeed, some of
them afterward attending one of my rehearsals did not believe what I had said
until after they had examined the instruments used by my men."
What did an early jazz band sound like? We have a description in the
August 1, 1919 issue of the Music Record by Francesco Berger:
"A JAZZ BAND CONCERT by Francesco Berger - Not many weeks ago I
had my first experience of a Jazz band, while taking afternoon-tea in a wellknown West End tea-room. I had not gone there in quest of the band, so that when
its strident noise burst upon my unprepared ears, it fell on virgin soil, and was a
complete surprise to me.
In describing its effect (not much modified by subsequent hearings) I need
scarcely affirm that I am not an agent, paid to "boom" this class of entertainment.
It is already far too popular to need advertising at my hands. Neither have I any
desire to exclaim against it, on the ground of its being coarse, or unmusical, or
inartistic. I shall confine myself to putting into words what I thought and felt at the
time, and what I think and feel since.
It was one of the strongest and strangest experiences I have undergone in
an extended life, during which I have listened too much that was good, to more
that was bad, and to most that was indifferent. It produced an impression that was
not quite pleasant, but not entirely unpleasant, a sort of comical mixture of both.
Not being a frequenter of American drinking-bars, and never having tasted a real
American drink, I can only guess what a copious draught of one of their cunningly
concocted iced drinks would taste like on a swelteringly hot day. But I imagine
that it would produce on the palate sensations akin to those produced on the ear by
a Jazz band. Pleasurable though staggering, making it difficult to recover one's
breath, defying analysis, repellent at the outset, but magnetically fascinating.
This Jazz band played remarkably well, with exaggerated coloring, it must
be owned, but with tremendous spirit and "go," accompanied by a perfectly
incongruous row, produced from a number of noise-emitting articles which cannot
be called musical instruments. Its members comprised a very clever Pianist, a
clever Violinist, two excellent banjoists, a concertina-player, a cornet-player, and
a "utility man" who performed on a side drum, a big drum, cymbals, triangle, a
tinkling hand-bell, a deep-toned large one, a dinner gong, a rattle, a railway
whistle, a motor hooter, and a few more deafening things.
They play a tune which may or may not be Trans-Atlantic, but is always of
a popular type, and they play it two or three times over, varying it occasionally by

43

ingenious fioriture on Piano or Violin. And a remarkable feature of their
performance is the abrupt transition from noisiest fortissimo to softest pianissimo,
or vice versa, with very little, if any, intermediate crescendo or diminuendo.
During the soft parts the "utility man" is silent, and you begin to hope he has gone
home; but, with the first recurrence of a tutti he is back again, and, lie a giant
refreshed by rest, resumes his labours with redoubled energy. He appears to have
little respect for rhythm, but strikes, hits, blows, bumps, rings, and bands
whenever "he darned chooses." Yet, whatever his vagaries may have been during
a piece, however much he may appear to have "set up business on his own," he is
never behind-hand nor before at the finish. And I noticed that the tea-drinking
audience applauded all the more when the finale was the maddest of all mad
orgies of row. They would not feel they had been sufficiently "jazzed" if a piece
ended without a hurricane and a thunderbolt.
The unanimity of accord which, in spite of an ear-splitting noise, this band
is able to maintain, is one of the marvels of it all. Not one of the players loses his
head, not one of them is careless of his part, each is as conscientious a performer
as though playing a Concerto in Queen's Hall. And when, after the final crash of a
piece, you look round for the debris, and are preparing to count the dead and
wounded on the ground, you find the players mentally, if not physically, as cool as
cucumbers, tuning their instruments for their next encounter, or exchanging with
one another critical remarks on Puccini or Debussy. I fancy, by their smiles, that
they occasionally indulge in delicate stories from club-land.
I am not certain whether this particular band is better than, or inferior to,
others now before the public, but I can scarcely imagine one that could excel it in
precision of ensemble, in extravagant coloring, or in noisy exuberance. When, on
other occasions, I have had cherished ideals shattered by novel experiences, it was
the music or the performer that thrilled and overpowered. But this jazz business is
quite foreign to anything else, quite unique. The Piano and Violin music is full of
prominent accents and plaintive syncopations, the banjos gave to it a penetrating
buzzing accompaniment, and the eruptions from the "utility man" are so
unexpected, that the ensemble becomes a medley of recognizable and
unrecognizable rhythm, a blend of uncongenial elements, bewildering,
exasperating, and yet appealing. Your sensations are being "brushed by
machinery." Your familiar codes and laws are defied and upset. Your terra ferma
is withdrawn. You are adrift on an unexplored ocean. The anchor of your
traditions, but which you held so reliantly, has failed you. Whether you will ever
reach sunlit meadows and shady groves, whether you will ever again safely tread
the highroads which your forefathers trod before you, is a question which only
time, the inscrutable, can solve.
Having occasion to speak of a Jazz band to an American friend, I thought I
was flattering his nationality when I described it as "an admirable performance of
profaned art." He promptly replied: "I do not claim for it that it is what has
hitherto passed for high art. But you must admit that it has one quality in which
much old-world music is sadly wanting, and that is 'character.' It is thoroughly
representative of Americanism; as free from conventionality and from 'schools' as
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my country is free from ancient history and slavery. Better stuff would probably
be tamer. It is out of material such as this, brimful of spontaneous national
manner, that your refined methods and artificial mannerisms have been evolved. If
you take from it what is so obviously its own, including its crudity, you rob it of
its distinctive quality; it becomes ordinary, often-told, and undesirable." And he
was not far wrong.
The pianist in this particular Jazz band is so accomplished an artist that I
remarked to him: "But you are far too good a musician to be doing this sort of
thing. How is it you have here?"
"I suppose," He replied, "you mean that I ought to be doing 'the legitimate.'
Well, I tried that when I first married. I played in public, I accompanied singers,
and I gave a lesson when I found a pupil who would come and take it. And I
earned thirty shillings a week. Then I took to this. When my afternoon's work is
finished at six o'clock, I have a similar engagement somewhere else from nine to
eleven, and I earn twenty pounds a week. I have a wife and two children to
support. Do you blame me? When I shall have saved enough to afford myself the
luxury, I shall go back to 'the legitimate' and to starvation."
When asked the question "Just what is Jazz?" Howard Brockway,
striving to answer the query stated in August of 1919 in Current Opinion, in
an article "Devling into the Genealogy of Jazz" stated:
I can not hope to imitate the admirable brevity of the word. Jazz is ordered
and calculated noise. It is a compound of qualities, both rhythmic and melodic. It
seeks, and with absolute success be it said, to sweep from our minds all
simultaneous consideration of other things, and to focus our attention upon its
own mad, whirling, involved self. Herein lies a large part of its compelling force
and appeal. It may well be that General Gourard could find the hideous load of
responsibility lightened, perhaps even put aside for the moment as he listened to
Europe's jazz, and that he felt his pulse responding to the virile rhythm, and his
emotions joining in the rush of the humorous care-free mood. Certain it is that our
dough-boys, fresh from the trenches, with days and weeks of grim, endeavor and
physical strain behind them, turned to the Jazz furnished by their bands and found
in it realization and solace and cheer which enabled them to forget what was past
and to abandon themselves wholeheartedly to the joyous hilarity of the present
moment.
"There is not the slightest doubt that in this maelstrom of rhythm there
abides a powerful tonic effect. Through the medium of the physical, it reaches and
influences the psychological attitude. I have been convinced of the truth of this
fact by personal experience, undergone not once but many times.
Jazz is composed of rhythm, melody and a certain modicum of
contrapuntal inner voices," continues Mr. Brockway. But the greatest of these is
rhythm. The Jazz band starts out to "get you" and leaves nothing to chance. "It is
fairly well established that only an oyster can resist the appeal of syncopated
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rhythm when it is performed with masterful abandon which absolutely controls
dynamic gradations and vital accent." Here is the real secret of Jazz:
"The howitzers of the Jazz band's artillery are stationed in the 'traps.'
Under this heading we find all the instruments of percussion, such as the big
drum, the snare drum, cymbals, triangle, wooden blocks played upon with drum
sticks, xylophone cowbells, rattles, whistles for the production of various weird
noises, and a host of other implements, often the personal conceptions of
individual players of the traps. The trombones may represent field guns, while the
clarinets, oboes, saxophones, alto horns and cornets furnish the rapid-fire
batteries. The range being point blank, it is easy to see why the effect of the
'drumfire' is complete!
"The melody will always be borne by sufficient instruments to ensure its
'getting over." Then, in the inner voices of the band, will take place a combination
of effects which adds enormously to the total drive of the number. Here are certain
of the contrapuntal features which are mentioned above. They consist of a variety
of hilarious effects, produced by trombones or saxophones, attained by a curious
sliding from note to note. This creates an extremely comical result. This
characteristic and droll portamento has become so well known and so popular that
it has achieved a specific name - 'blues,' a humorously apt designation. A striking
contrast is made by the mournful soughing of the trombones in the midst of the
joyous riot of the rest of the band. Sharp rhythmic ejaculations arise from out the
welter of sound, and over the whole tumult the traps-player spreads his array of
dazzling accents, brought forth with absolute virtuosity from his motley army of
noise producers. It almost seems, at times, like a case of each for himself and the
devil take the mind most.' But it is not so, and here is definite purpose and ordered
means in it all."
The above emphasizes the role of the rhythm and especially the
various assortments of percussive items and the trap drummer.
One of the differences between jazz and classical music is the make-up
of the orchestra. We read of a drain of symphonic orchestra musicians, these
musicians joining jazz bands, creating a shortage of well-trained musicians in
the classical orchestra, thus creating a whole group of well trained musicians
playing in jazz bands, raising the musical standards of these 'jazz'
orchestras. We read in the Literary Digest of June 12, 1920 ("Classical vs.
Jazz Music"):
"The demand for trombone-players, for what are called 'jazz' bands, has
not only made it difficult to keep them in symphony orchestras, but it is destroying
their artistic efficiency. The principal characteristic of 'jazz' music is the vulgar
sliding from tone to tone. To produce this effect, resort must be had to unnatural
contortions of the lips and forcing of the breath. This plays havoc with the
embouchure of the musician, and, if persisted in, inevitably unfits him for artistic
music. (Sic: I very much disagree with this statement.)
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"Some orchestral players have abandoned high-class music to play in the
'jazz' bands at hotels and restaurants where there is dancing, the reason being that
they can command wages as high as $125 a week for such work. When the
dancing mania has died out, as it must when the world returns to moral and
physical health, these musicians will be unfit for the higher reaches of their art.
Not only their ability but their taste also will be vitiated. One need not be a
moralist to see how the dance music of to-day (the 'Blues' type especially) has
kept pace in degeneracy with the dance itself."
I don't thing the musicians of today that play in both symphony and
jazz bands, feel this way. If you are taught the correct embouchure and
breath correctly one can perform all kinds of music.
The development of American music continues and jazz is evolving
into a very artistic music, being called 'Symphonic Jazz.' In the Metronome
of May, 1921 we read of the origins of jazz and the new 'syncopated melody
orchestra.'
"JAZZ THE PRESENT-DAY LIVE ISSUE IN THE DEVELOPMENT
OF AMERICAN MUSIC."
The origin of jazz - The trap drummer the first one to start rag-time - How
the piano, trombone, cornet, clarinet and violin followed suit - The new
syncopated melody orchestra - Blending of foreign character with original
American effects - Another word about the drummer's work. By William Ludwig.
The American press has been flooded of late with articles on jazz and its
attendant dangers.
But the American reading public we believe, can be relied on, not to give
undue weight to such extreme statements as those by a prominent judge in
Chicago who say: "Jazz is obscene" - or the New York clergyman who says: "If
Jazz is our National anthem then the devil's crying argument 'Go to Hell' is our
National slogan"!
Thus while prominent men, trained in other lines than music seem to be
more or less alarmed the musicians of this country believe that jazz is simply a
step in the progress of music and that the present development is a step forward
and upward.

The Origin of Jazz
At the very beginning a brief review of the origin of jazz may not be
amiss. The word itself means "to step lively" and was first used in this country by
Negroes working on the docks and levees in the South.
Jazz as applied to music is a form of improvising and added development
of ragtime or syncopation.
Ragtime is a development traceable to the rhythmic Southern melodies
plays an accented syncopation.
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Radical jazz is already gone, never to return. It was only a necessary
stepping stone in the development of the true American Orchestra.
We cannot jump to perfection with no leap. There must be the
intermediate; and more important, there must be the start. Some credit the
saxophone as having started this new form of musical interpretation but that is not
the case. There were rag-jazz orchestras before saxophones were used in
orchestras.

The Trap Drummer-The First One Who Started Ragtime
It was the trap drummer who first broke loose from the old time
practice of holding strictly and religiously to the printed music sheet. He began
syncopating on the snare drum instead of holding to the after beats as written. This
syncopating was called rag-drumming. The beats were an imitation of clogdancing. Thus the drummers started playing ragtime and for this innovation were
called fakers by the more pious. Nevertheless, it was a decided step forward in the
progress of music interpretation.
How the Piano, Trombone, Cornet, Clarinet and Violin Followed Suit
The pianist was next to "rag it" on the piano and at one time in the earliest
stage of the "ragtime" orchestra the pianist and drummer were the most important.
They had to work together in their individual form of syncopation.
The trombone and cornet soon followed the piano and drum, but they,
through use of slide and mute, were able to produce new harmonic effects. From
this developed the jazz orchestra with clarinets and violins beginning to improvise
and syncopate.
The clarinet player, jealous of the trombone, resorted to other instruments
of the family to produce the desired effects that the public craved. First by using a
clarinet and then by the saxophone. Finally the violin, a little weak on
syncopation, took up the banjo.
As a result we have the "jazz" orchestra of today. But up to this time the
players still had to improvise and fill in. Moreover each combination rendered
their own conception of "jazz," according to their individual ability. Some were
good, some bad, but most of them pleased the public, and their services were in
demand. This demand forced composers and arrangers to write and score for this
new kind of an orchestra, and this made it possible not only to write and select the
proper and correct harmony but, to create new and extremely pleasing effects
through this new use of instruments and instrumentation.

The New Syncopated Melody Orchestra
As the final step we now have the new syncopated melody orchestra,
developed partly by the individual instrumentalists and by the composers and
arrangers of the music they play. The classics are not transformed into American
music by this combination and this is only the real beginning of American
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creations. The next step is already determined. It is the syncopated Concert
Orchestra. And as a matter of course there will be European. Tours not for
Symphony Orchestras but for the modern American Syncopating Concert
Orchestra. These compositions will not be revamped European music, but real
American Creations and Europe will welcome them.
All that is necessary to appreciate one of the new syncopated melody
orchestras is to step into some cafe or garden where one of them is playing an
engagement. You will hear no discord, din or disagreeable sound: simply a
combination of clever performers playing both popular and classical
compositions. "
The last sentence brings jazz far into the future and distances it from
the 'primitive unprofessional sound' of early jazz. We next read, in the same
article of the blending of foreign character with original American effects:
"You will hear effects introduced which suggest the atmosphere of some
far away country; you will hear a Russian classic played faultlessly, but woven
through the harmonic construction will be arrangements and effects which are
purely American; you will note that the rhythm is changed with wonderful and
peculiarly pleasing effects and yet - it is harmonious and played in masterly
musical style.
This new melody orchestra has merely introduced different arrangements
which not only require that each performer be a master of his instrument but that
he must have a knowledge of harmony and musical construction as well. He must
know that countless melodies and effects can be built around one succession of
chords. The greater the number of individuals in this orchestra having this
knowledge the greater will be the varieties of individual ideas and inspiration and
hence the greater the success of this orchestra.
As the name implies a "syncopated melody orchestra" is pleasingly
harmonious and rhythmical. This rhythm which is so essential to the syncopated
melody depends upon the instruments and more especially upon the drums and
tympani used. The drummer's part because of its opportunities for novel effects is
rapidly becoming a more important one.

Another Word About the Drummer's Work
The drummer's work must fit in with the melody combinations that are
used and therefore his work now is not burlesque but more and more refined. This
instrument must have tone. The tom tom used should be tuned if possible. The
snare drum, muffled, should also be tuned. The tympani should be chromatic.
Bass drums and cymbals must be played together or singly alternating in
rapid succession. Also wire brush effects on snare drums and cymbals are
important and they have a novel effect.
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For the drummer in the new syncopated melody orchestra, using pedal
tuned tympani and snare and bass drums correctly tuned, there are unusual
opportunities to introduce novel effects of his own creation.
As the drummer in reality started ragtime I would advise him to be
progressive and lead in the new syncopated melody orchestra and I would suggest
to those who criticize "Jazz" to first study the subject to gain full comprehension
of this newly developing syncopated melody orchestra. Then if not satisfied that
the final result will be the development of an essentially different and better type
of light music, let them suggest a method of how this can be brought about.
Music like everything else is developing; it cannot stand still; it will not be
allowed to go backward. The present development is a step forward and upward in
the mind of the great mass of American music lovers."
By 1922 jazz is becoming a very artistic music, led by the 'Syncopated
Melody Orchestras." But is it "Jazz?" In this next article ("Jazz" - The
National Anthem - Musical Courier, May 4, 1922, by Frank Patterson) we
read about "written" jazz and of the comparison of the "splendid
orchestrations of the popular orchestra of today with the orchestrations of
only a few years ago and not be aware of the vast improvement."
"The old, colorless piano-violin-clarinet-cornet aggregation, all playing the
melody with scarcely ever a note of either "obbligato" or counterpoint, has gone
by the board, while "jazz," or what people call "Jazz," is on deck, in the first and
second cabin and steerage, and the ship of state, carrying this "National Anthem,"
is sailing the seven seas, and carrying Americanism to every end of the earth.
Is it Americanism? Well, that is a fine point of contention. There are those
who say it is not, that is expresses nothing of the America character; that it is
exotic, African, Oriental, what not. But if it were any of those things it would
never have got a foothold in Europe. Europe has been living just across the
Mediterranean from Africa for centuries, but did they ever hear of "jazz" until
America made it? They have been in close touch with the Orient since the
beginning of time. Did they ever get any "jazz" from it? No. They never got it at
all until America took it to them. And then they received it with delight because of
its vigorous rhythm, its fervid color, it’s (for them) exotic character.
The interesting part of it is that those who make "jazz" seem to feel that
there is very little of it now in America. That sounds like a contradiction and
needs some explanation. And, to begin with, one must ask: What is "Jazz"? That
is answered by the arrangers, who were called upon for information, by the term
"ad libbing." In other words, real "jazz" consists of the players of the orchestra
"making up" the parts as they go along. They also, very often, cut up capers and
monkeyshines while playing. That is "jazz" - so say the arrangers - real "jazz" and
there is very little of it anywhere in America at present. It has had its day, has left
its influence, and passed. One arranger, indeed, said he had succeeded, once, in
writing a piece that "sounded like 'jazz,' " which is the same as saying that most of
the arrangements do not sound like "jazz."
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The fact is that the "ad libbing" soon got tiresome because it was always so
badly done. Scarcely any body of musicians could be found who could "keep
apart," That is, play different parts. They found that, about half the time, they were
drifting into the same part, sometimes all on the melody, at other times all on the
counterpoint. The necessity for some sort of an arrangement soon became evident,
and the arrangers took the matter in hand and made what the entire world now
recognizes as refined "jazz," or the offspring of "jazz." For to say there is no
"jazz" at present is hair-splitting, quarreling over terms, which mean one thing for
one person and another for another."
Jazz was a performer’s art and is now becoming an arranger’s art.
The performer still has possibilities within the arrangement as to
interpretation. (Sic: Remember the J. R. Europe item earlier - when a French
band took a Europe jazz arrangement and had difficulty making it sound
like the same piece that Europe's band had performed.) The article
continues:
"For the sake of convenience let us call all music that is played by the
modern "jazz" orchestra "jazz," whether the players play the printed arrangement
or "jazz" it. Then we will discover that out of the uply, barbarous "jazz" of a few
years ago a beautiful popular art has arisen, with reservations, of course.
The reservations might as well at this point be met and disposed of. They
are manifold and regrettable. One of them is the unfortunate, stupid, silly, splitting
of the tempo - that is to say, giving an accent to every eighth note of the rhythm.
This is made all the more evident and nauseous by the fact that the players dance
up and down, or, if sitting, dance their feet up and down, to this double rhythm.
Many of the dancers also break the actual dance steps into pieces with this same
absurd double rhythm.
This objection is, of course, made from a strictly musical point of view.
And the objection becomes all the more forceful when one finds this double
rhythm used in "jazzed" arrangements of classical compositions. For instance, one
orchestra, consisting of three saxophones, violin, banjo, trumpet, trombone, piano
and drums, plays an arrangement of the "pilgrims; Chorus." The effect of the
saxophones and muted trumpet and trombone, with the violin playing the well
known counterpoint, is really excellent, but is spoiled by the drum, banjo and
piano making a rhythm on every eighth note from the first to last. It becomes
dreadfully monotonous, and the public, even the most uncultured, would enjoy it
more were this objectionable rhythmic feature omitted.
Other objections are, the borrowing of classical tunes, except when they
are parodied and made humorous - the endless use of Foster tunes and other
American folk songs in the form of meaningless medleys, and finally, the fact that
so much of this music consists of a "verse" entirely lacking in inspiration, tacked
on to a good refrain, to which the composition owes its life. Most of the music is
melodically commonplace, of course, but it is enlivened and beautified to an
extraordinary degree by the arrangers, who are, one might almost say, the actual
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makers of it. They must, of course, have a tune, and a good one, on which to hang
their arrangement. The public must have a tune it can catch and likes to whistle
and sing at work and at play. But the tune, as it comes out of the mind of the
composer, is generally nothing but a tune. The arrangers say that, mostly,
composers who know nothing about music make the most successful popular
melodies. They play piano a little, perhaps but have no knowledge of how to write
down what they play. More often still they are singers, like the minstrels of old,
and their inventions must be taken down by the arrangers from dictation.
They are then made up into all sorts of forms. The piano arrangement
issued for sale is very simple indeed, made to suit the capacities of the average
American amateur. But the player piano arrangements, the orchestra
arrangements, are highly complex, and could not be written except by a skilled
musician with a thorough knowledge of counterpoint, at least practical
counterpoint, and a no less thorough knowledge of what Lampe calls the
"symphony dance orchestra" a felicitous term. The arranger must make
introductions, "vamps, interludes, three or four arrangements of the melody to be
used as desired, and a coda. In the comic opera or musical comedy the arranger
has to write the overture, all of the entrances and exits, dramatic interludes, and so
on. All he gets is a set of melodies. Out of this he makes the work. And it may be
true that the success of the work depends upon the attractiveness of the tunes; but
if it fails the arranger gets the blame, though he gets little enough of the credit if it
succeeds.
Yet one must acknowledge that the arrangers have made the great
American popular music of the day. To them is due the credit of having done
away with the old combinations of instruments and having introduced into
popular music the "wind" (wood and brass) effects that have become in recent
years more and more pronounced in classical music. The problem of the arranger
was not an easy one. First of all he had to contend with the fact that in popular
orchestras, all of the instruments are supposed to play all the time. There are no
rests. Then again, he had only a few instruments - frequently only one violin.
Furthermore, instruments capable of playing inner counterpoints, such as the
clarinet and cello, were either not loud enough to be properly heard or unsuitable,
too difficult, or not of the proper tone color.
The solution is the American popular orchestra as it now stands - two or
three saxophones, generally tenor and alto, sometimes soprano and bass
interchangeable, violin, piano, two trumpets, (not cornets), tenor trombone, bass
tuba, banjo and drums. Sometimes two horns are also used, and occasionally a
bass clarinet, of which, however, the tone is too dull in comparison with the
saxophones for dance purposes. Of course in larger orchestras the usual strings are
used. There are also other instruments such as an ordinary funnel played with a
trumpet mouthpiece, slide whistles, and all sorts of traps, xylophones, bells, which
play sometimes melody, sometimes harmony. The effect, for instance, of a bass
xylophone provided with resonators and played with four hammers, is exquisite.
The player holds two hammers in each hand and plays harmony. It is an effect
worthy to be introduced into the classic orchestra. Saxophones and muted brass
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instruments already have found their place in the classic orchestra which will
undoubtedly be expanded, in the direction of color as time goes on. In the
American popular orchestra several kinds of mutes are used on the trumpet and
trombone, the latest being the "kazoo" mute, which gives much the same effect as
that obtained by the children when they put a piece of paper over a comb."
A number of articles have emphasized the importance of the drum in
jazz. Mr. William F. Ludwig addresses the use and importance of the drum
in early jazz and the origin of the jazz orchestra:
"As everyone is aware, the drum was a powerful adjunct to jazz in its
earliest and rawest state, and many drum manufacturers and dealers believed that
with the passing of the demand for jazz there must of necessity follow a very
serious depression in the drum business throughout the country. Actuated by this
existing belief or impression, Mr. Ludwig recently investigated along that line, the
result of his investigations bringing to light matters of much interest relative to
both the drum trade and jazz itself.
Mr. Ludwig states that he found the sort of jazz which was so frequently
and bitterly condemned had been extinct for the last two or three years and that a
new and commendable style of jazz music is now filling its place. He also
believes that if the drum business was to be affected by the passing of jazz, it
would have felt the depression during the last two years. Yet, instead of a decrease
in demand during that period, the drum dealers all reported an increase in business
and stated that such increase still continues. To the interviewer of Music Trades,
relative to jazz itself, as similar to his previous article, with some new
information, Mr. Ludwig states:
"While prominent men, trained in other lines than music seem to be more
or less alarmed, musicians believe that jazz' is simply a step in the progress of
music and that the present development is a step forward and upward.
"At the very beginning a brief review of the origin of 'jazz' may not be
amiss. The word itself means to 'step lively,' and was first used in this country by
Negroes working on the docks and levees in the South.
"Jazz, as applied to music is a form of improvising and added syncopation,
a development of ragtime and syncopation. Radical 'jazz' is already gone, never to
return.
"We cannot jump to perfection with one leap. There must be the
intermediate, and there must be the start. Some credit the saxophone as having
started this new form of musical interpretation, but that is not the case. There were
rag-jazz orchestras before saxophones were used in orchestras.
"It was the trap drummer who first broke loose from the old-time practice
of holding strictly and religiously to the printed music sheet. He began
syncopating on the snare drum, instead of holding to the after-beats as written.
This syncopating was called 'rag drumming.' The beats were an imitation of clog
dancing. Thus the drummers started playing rag time and for this innovation were
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called fakers by the more pious; nevertheless, it was a decided step forward in the
progress of music interpretation.
"The next step is already determined. It is the syncopated concert
orchestra, etc."
In the 1922 August Atlantic Monthly the eminent critic Carl Engel in
the August issue talks of 'blues' rag' and jazz (Jazz, A Musical Discussion"):
Between the earlier 'rag' and the 'blues,' there was this distinction: the rag
had been mainly a thing of rhythm, of syncopation: the blues were syncopation
relished with spicier harmonics.
In addition to these two elements of music, rhythm and harmony, the
people - who in the beginning had known but one thing: melody, fastened upon a
primitive and weak harmonic structure of 'barbershop' chords - the people, I say,
who had stepwise advanced from melody and rhythm to harmony, lastly
discovered counterpoint. And the result of this last discovery in jazz. In other
words, jazz is ragtime, plus 'Blues,' plus orchestral polyphony; it is the
combination, in the popular music current, of melody, rhythm, harmony and
counterpoint......While the primitive syncopation was taken over from the colored
man; while the Semitic purveyors of Broadway 'hits' made us an invaluable gift of
their more luxurious harmonic sense, the contrapuntal complexity of jazz is
something native, born out of the complex, strident present day American life.
Where did you hear, before jazz was invented, such multifarious stirring, heaving,
wrestling of independent voices as there are in a jazz orchestra? The saxophone
bleats a turgid song; the clarinets turn capers of their own; the violins come
forward with an obbligato; a saucy flute darts up and down the scale, never
missing the right note on the right chord; the trombone lumberingly slides off on a
tangent; the drum and xylophone put rhythmic high lights into these kaleidoscopic
shiftings; the cornet is suddenly heard above the turmoil, with good-natured
brazenness. Chaos in order, - orchestral technic of master craftsmen, - music that
is recklessly fantastic, joyously grotesque, - such is good jazz. A superb,
incomparable creation, inescapable yet elusive; something it is almost impossible
to put in score upon a page of paper.
For jazz finds its last and supreme glory in the skill for improvisation glory
in the skill for improvisation exhibited by the performers. The deliberately scored
jazz tunes are generally clumsy, pedestrian. It is not for the plodding, routine
orchestrator to foresee the unexpected, to plan the improbable.
Jazz is abandon, is whimsicality in music. A good jazz band should never
play, and actually never does play, the same piece twice in the same manner. Each
player must be a clever musician, an originator as well as an interpreter, a wheel
that turns hither and thither on its own axis without disturbing the clockwork.
In the New Music Review of Dec., 1922 ("Concerning Jazz") we are
told that it is the phenomenon of jazz - not the music that is the interesting
element. We read:
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"In the unusual instruments - their unusual combination - the manner of
playing them - the grotesque and burlesque effects which are obtained; in all this
lies, for me, the interest in the phenomenon of jazz - not in the music. A great deal
of my interest in it is purely humorous. By means of these above listed grotesque
effects jazz "takes off" or "Makes fun of" certain well known phrases, or
legitimate methods of procedure in the respectable and established art of music,
Jazz rings true in its Americanism in that it insists on laughing and making fun of
even the most serious and beautiful things. It is a kind of musical rowdy, and
occupies the same relation to the Art of Music that "Burlesque (on the stage) does
to the "Legitimate Drama." It can certainly be very funny, and I for one, and I
believe many more, have thoroughly appreciated the wit and skill of certain "take
offs." A little musical nonsense now and then is relished by the best of musicians.
One night at Ziegfeld's midnight frolic - but the mere recollection of the way that
saxophone caricatured a coloratura opera-singer is enough to make me laugh "fit
to split," as the saying is
(A word about the saxophone. This instrument may be said to be the
principal instrument in the jazz orchestra. It is so much in evidence here, and so
little in evidence in the regular symphony orchestra, as to give many persons the
idea that it is a special development of jazz. But the saxophone was invented by
Adloph Sax, in Paris, about 1840. Meyerbeer, Massenet, Bizet, Thomas, and
many others have written for it. Bizet has written for this instrument a naive and
pastoral melody of much beauty, in his music to Daudet's drama "l'Arlesienne."
However, it has never become an integral part of the standard symphony
orchestra. It has always remained a special instrument, used on occasion to impart
its rich and expressive tone-color to certain isolated phrases or melodies. It has
remained for jazz to exploit it. And this has been done in a way to make the angels
weep (with laughter). Originally an instrument having a richly pathetic and lyrical
tone quality, it has been made to perform all sorts of ridiculous stunts, amounting
to an indecent exposure of all its worst qualities. It is as if a grave and dignified
person were forced to play the part of clown at the circus)
Nevertheless, all these grotesque and burlesque "effects" on the
saxophone, trombone, clarinet, and other instruments; the unusual combinations
of tone-qualities; and the invention thereby of new and unheard-of effects, I
consider to be the most distinctive feature of the phenomenon called jazz. While
this is not a specifically musical distinction, it is, considering the world-wide
success of this music, and the remarkable quality of some of these "effects,"
pregnant with suggestion for the serious American composer....."
The newly incorporated timbres of the jazz orchestra was beginning
to influence both classical music and the military/concert band. Franco
Goldman, the leader of one of the most popular concert bands felt this
influence and the possibilities of the timbre of the saxophone and planned to
install a sax quartet into his band. He writes in the Dec., 1923 Metronome:
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"Some band arrangers," Mr. Goldman continued, "are prone to
countenance clarinets as the equivalent of saxophones. But every instrument has
its individual place and deserves treatment accordingly. The clarinet, then, should
not be substituted for the saxophone, particularly in large bands, if the composer
has scored a saxophone.
Taking up the "jazz" side of the subject, "Musicians," said he, "are
resenting the tendency of the 'jazz' people to introduce the saxophone. Numerous
performers in the syncopated portamento style of noises are lacking in correct
musical schooling. These players merely take up the saxophone to 'noodle' up and
down its keys for the purpose of uttering horrific grunts, moans and exaggerated
so-called imitative laughter. Of course that is not saxophone playing; it is
downright saxophone abuse, tending to debase it in public thought. The main
intent of many 'jazz' buzzers is to pander to a so-called popular taste. Such
manipulators are apt to have imperfect embouchures, and they will, as a rule,
persist in forcing the tone to a point that throws the instrument out of tune.
"But, in spite of the misrepresentation it has suffered during and since the
World War at the bands of certain cheap commercial opportunists, and despite the
persistent German opposition maintained toward it -likely enough because it is a
French invention - it is my conviction that the day of artistic triumph for the
saxophone is not far distant.
"Richard Strauss separated himself from the Tentonic attitude by
employing a quartet of saxophones in his 'Symphonia Domestica,' the score
demanding them without indicating substitution of other instruments. Strauss'
directions are quoted as being that the orchestra must be enlarged to 108
instruments, among them four saxophones. He calls for the soprano in C, alto in f,
baritone in F and bass in C in the symphony.
"I should like to say in conclusion that heretofore I have used only two
saxophones in my band - alto and tenor, but I intend next season to install a
quartet, realizing the richer color blending and the more varied shading it will
furnish."
We read in the Feb. 1st, 1923 Metronome in an article by C.
Saerchinger entitled 'Is Jazz Coming or Going? that:
"The development is purely in the line of sound, hence a matter depending
on the Jazz orchestra. The trick today is not in the hands of the composer but rests
with the musical directors and orchestrators. These alone are fully familiar with
the new idiom, the new refinements of tone color, and here lies the secret as well
as the weakness of Jazz.
The Jazz Orchestra of today (In the following I am quoting some of the
statements by Deems Taylor in the first - and only- number of "Music" - New
York, 1924) is something fascinating, new and unheard of. It is new because its
beginnings were entirely independent of the classic orchestra, because these
beginnings were in accordance with an absolutely crude taste. The exotic strain
was there from the beginning and was not introduced subsequently by literature or
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reflection. It is the orchestra of the western East, not of the eastern West, of the
Pacific and not the Atlantic world.
The first Negro jazz bands (I first heard one in a New York restaurant
during the first year of the war) consisted of piano and violin, trombone, clarinet,
piston cornet, banjo, and percussion instruments. These later instruments (called
"traps") were the main thing and the Negro, who worked with all these drums,
cymbals, bells, wooden boxes, sandpaper, etc., was a demon with supernaturalunearthly ability. It was incredible what he improvised in the way of grotesque
rhythmic "stunts" and still remained the backbone of the whole thing. The work
on the wind instruments had the same improvisational character, but in the line of
counterpoint. The clarinetist or cornetist suddenly interrupted his melody in order
to disport himself in gay cadenzas or roguish extravagances, without, however,
dropping out of the rhythmic construction. The brass never played openly, but
always with dampers, so that it bleated and the clarinet, for the most part played in
a high, seldom heard register. The glissando of the trombone, the "yowling" had
become a regular practice. Only the violin kept to the melody and the piano
furnished the harmonic and
rhythmic foundation. The general color was usually disagreeable-but new,
barbaric and yet charming.
That was the original form of the Jazz band. The new additions are the
saxophones and its varieties, as well as horns, tubas, bassoons, balancing of the
whole by doubling some, and then an incredible technic of the individual players,
and a positively stunning refinement of the tone-color shading. Not only one, but
six different dampers are used today on an instrument in order to bring out the
most varied shades. The percussion instruments-once the mainstay, is today fully
subdued and influences the tone color more than the accent. The perfect Jazz
orchestra could easily dispense with its kettle drums-its rhythms would be n less
piquant.
The Jazz orchestra at the present time is already subject to a certain
uniform pattern. The classic example, Paul Whiteman's orchestra, consists of
twenty-three men with thirty-six instruments. This fact alone shows the difference
between it and the old regulation orchestra. Each member acts as a soloist and
usually on more than one instrument. Ross Gorman, Whiteman's first saxophonist,
plays eleven, among them oboe, bass-oboe, heckelphone, E-flat, B-flat and bass
clarinet, basset horn and octavion. Each of the three saxophonists uses three
saxophones in various pitches. The Whiteman orchestra is made up as follows:
2 three violins (for special effects only-augmented to eight), (Sic: Editormeaning 3-1st, & 3-2nd violins) 2 basses (also play tuba), 1 banjo, 2 trumpets
(alternating with cornet), 2 trombones (one alternating with euphonium), 2 threehorns, 3 saxophones (with three keys each), from soprano to bass, also alternating
with clarinet, etc.), 2 tubas (as above), sarusophone, sousaphone, 2 pianos (one
alternating with celesta), cymbals and diverse traps (one player).
As will be seen it is a wind instrument orchestra, supplemented by strings,
instead of the reverse. This queer combination of brass, played in chorus, gives it
its characteristic, radiant sound. The banjo is of particular importance for coloring
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and as a means of bringing out the rhythm, and a very special quality is peculiar to
the orchestra, owing to the unheard of virtuosity of the players, their powers of
expression, often through imitation of the human voice or animal sounds, through
portamentos which are rendered in perfection even on valve instruments, and
finally also through the use of the higher registers of trumpets, etc.) and novel
dampers. However, these qualities are not yet universal and an orchestra like
Whiteman's has not come to my notice so far.
Paul Whiteman, who was originally violist in a symphony orchestra,
gradually gathered his "boys" and developed their technique in daily rehearsals.
Until recently they played nightly in the Palais Royal, a fashionable New York
restaurant. On February 12, 1924-perhaps a milestone in the history of music-they
gave their first concert in Aeolian Hall, and a week later-before a sold-out house,
in the enormous Carnegie Hall. Since then they have been traveling on the
continent, as Paul Whiteman's concert Orchestra (no longer as a Jazz band), and
are the sensation of the day."
Jazz music and jazz bands became known for their 'colored effects'
and indeed these new effects influenced classical music and raised the
standards of ensemble music. We read of this in the Metronome, March,
1923 issue in an article by Ed. Chenette, of concert band fame:
"In place of the noisy effects of music jazzed we are now coming to the
day of "colored" effects. By "colored effects" we mean the treatment of a theme in
many keys, many accents, many instrumental ways and in many combinations.
The day of playing a popular number in one key is passing very rapidly. In its
place is coming the piece of many colors, very many colors. After an orchestra
uses two or three of these colored numbers in a program the ordinary numbers
sound drab, dark and monotonous. Once this color gets into your organization as
it is surely creeping in now, the craze for rainbow effects will be tremendous. And
this color music is decidedly pretty. And it is tremendously difficult. It is so varied
as to be delightfully refreshing and is sure to be the vogue for quite some time.
I know of no better exponent of this art of colored music than Isham Jones
and his orchestra now filling a three years' engagement at The College Inn,
Chicago. As a typical instance: He uses "To a Wild Rose," by MacDowell. It
begins in six sharps for alto saxophone: this continues for twenty-five measures,
then modulates into the key of D flat concert for sixteen measures, then a halftone modulation in each of eight succeeding measures followed by sixteen
measures in the key of G, after which we get another eight measures of
modulations through four distinct keys and into sixteen measures in the key of F.
This is ended by sixteen measures in the key of G flat. There we have a modern
example of colored music. In less than one hundred measures we find five distinct
keys and modulations through all other keys. And when we are apt to be skeptical
of the ability of musicians who play this sort of music we call to your mind that
Mr. Jones pays his men on the average of four times what they earned in the
symphony orchestras previous to joining him. His instrumentation is: Drums,
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sousaphone, trombone, trumpet, piano, violin, clarinet, saxophone; and Mr. Jones
himself plays tenor saxophone. Of course the saxophones and clarinets and one of
the violins, double on oboe, English horn, and different sized saxophones. Nearly
all of his programs are played from manuscripts and very frequently the entire
orchestra transposes a strain into another key instantly without rehearsal and
without error. These numbers are full of double sharps, double flats, enharmonics,
unnatural, accents, weird effects, odd accompaniments, abrupt cadences, unusual
progressions; the combination of which taxes the skill of these very competent
musicians. Harry Alford does a great deal of this ultra-modern arranging for Mr.
Jones, and to such men as he goes a lot of credit for making possible these
interesting effects. For the day of the old time four-part, one-key, set-style
arranger is gone and we have the modern musical specialist in this line. Whereas
we used to pay ten dollars for an arrangement we now pay fifty dollars and are
mighty glad to get it at that. My orchestra is using one special arrangement which
runs about five minutes that we paid two hundred dollars for; and we can only use
it a little while at that. Exclusive arrangements are coming, and coming fast.
Since the big publishers agreed among themselves not to furnish these
novel arrangements free for the big orchestras, we find that these publishers are
putting out in published form, novel arrangements of their own. This is but the
beginning of the craze for colored music. I have been in Mr. Alford's office many
times lately and have found out that hotel orchestras have ordered one
arrangement as a novelty: This is followed by an order or another one or two as an
experiment, then all of a sudden comes an avalanche of orders for an entire
program of these colored arrangements. For, as I said before, after you have used a
couple of these specials and the dancers get used to them, all other one-key music
makes the orchestra sound like a three months' old town band.
Jazz is not going then, it is only changing. It is becoming far more musical
however and the slapstick effects are giving way to real musicianship. The day of
the loud pedal is gone. We have a climax of colored key effects instead of the old
style double F brass effects. Music is being jazzed very much prettier than it was.
....For it takes a mighty keen ear to follow through, appreciate and enjoy these
tone colors. If there are any better schooled musicians than those who comprise
these orchestras we don't known where to find them. It takes an artist to play this
ultra-modern colored music."
We read in the May, 1923 issue of Metronome "Are America Hotels
Sponsoring Truly National Music?" that:
"The blend of ideas resulted in the formation of ensembles of an entirely
novel type; performers on brass instruments' with a technique hitherto unheard of
and with an abundance of tricks and effects of their own invention not to be found
in the instruction books; wood wind players who could perform on several
different instruments with equal facility; young pianists brought up on Liszt and
Chopin who turned to American music from the sheer love of it and who furnish a
shimmering, sparkling background of light, intricate figuration to the ensemble.
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These superb orchestras are a national evolution from the first jazz bands those wild exponents of deliberate cacophony where all hands extemporized
variations with maddening emphasis on uncanny minor thirds while a solo
instrument wailed out the major third of the Cantus Infirmus a half a beat behind
or ahead of his fellow conspirators. The whole proceeding was an intentional
music joke."
The article continues remarking on the material - on what and how
the orchestra musicians used it:
"With this wealth of material, these newly formed bands started the work
of building. With the tunes of the masses, - the songs that one hears whistled on
the streets, - as a base, they constructed little fantasies of their own, - not
impromptu, but carefully worked out and rehearsed, - each man contributing his
quota of ideas. The regular printed orchestrations gave them ample opportunity for
the display of their peculiar talents, but, in many cases, some of the players had
sufficient knowledge of musical theory to work out quite original arrangements."
We again see the importance of the arranger in this 'new' jazz music.
We read:
"However, they soon reached their limit. It was like a dramatic company
writing their own plays. Therefore, they found it necessary to make it worth the
time of musicians skilled in the arts of orchestration who had thorough grounding
in counterpoint and construction to score their fox-trot rhapsodies. Another
interchange of ideas followed and the new dance form began to take shape.
Here we have the nucleus of a real American School of Music. Music for
Americans played by Americans in a thoroughly characteristic manner and like
nothing else under the sun. Let our ambitious symphonists gather their material
from this native field, - a harmonic idiom different from anything to be found in
the text books, rhythmical effects absolutely bewilding, new tone colors, a vastly
improved technique in the brass instruments, the introduction of instruments not
generally used in orchestras, tricks of voice-leading in the inner parts that are
startling in their novelty. Study these and apply them to symphonic music. Learn
the possibilities of the trombone, the trumpet, the chimes and the saxophone
family from these new angles, - then we may talk about the American symphony."
This period in American Jazz is in the hands of the arranger. We
further read:
"The players and the arrangers have just awakened to the possibilities of
this new field and are constantly striving for something better. Some of our best
orchestral arrangers are devoting their entire time to the construction of fantasies
in fox-trot time for the use of these organizations, and although much of the
thematic material is derived from the popular songs of the day, the tendency
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seems to be in the other direction, original themes that are suited for orchestral
development, which may be remodeled into songs of a later period.
Owing to the desire for exclusive material, most of these orchestras engage
an arranger versed in the intricacies of their craft to supply them with made to
order poems, - which they keep locked up in the vault, - and the outsider who
wishes to ascertain the secrets of this new magic will need a highly developed ear
for music and a couple of assistants to help him take down shorthand notes.
We will acknowledge that there is an occasional tendency to revert to the
merely funny noises of our great national joke, "Jazz," but, in spite of that, we are
bound to realize something artistically worth while, and the chances are that our
National Music of the Future will owe more to the Hotel Man that unconsciously
laid its foundations, than to the Societies that subscribe large sums to send our
promising young composers to Rome."
The use of the techniques available on the various instruments used in
jazz orchestras were pursued to their limits. Many special effects were used.
One such effect is the use of the glissando on the violin, an instrument that
was prominent in early jazz bands and in the new developing Symphonic
Jazz. In an article entitled "The Jazz Fiddler" in the June, 1923 issue of
Etude we read:
"The art of the jazz violinist, if art it can be called, is founded on the
continual use of the glissando that is, unbroken one-finger slide, ad nauscam.
Now, nothing is more sickening to the ear of an educated violinist, or the refined
ear of a real musician, than the constant use of these un-broken slides. It is true
that the glissando is occasionally introduced in artistic and legitimate violin
playing; but this is only at rare intervals and in passages where it heightens the
expression and is acceptable to a cultivated ear.
The jazz fiddler does all his shifting by the one-finger route, and even at
times slides between notes in the first position, where no shifting is involved.
Along with this "colored" music we still find dance/jazz bands of a 'livelier
character' than the usual "Academics" frequented by the polite youth of the
Metropolis."
We read, in the June 1923, Vanity Fair in an article entitled "Jazz - A
Brief History:
"There were at that time (early 1912) in New York, ....a number of dance
halls.....These were in the Negro quarter, run by Negroes, at first, for their own
race. Gradually, white folk, weary of the uninspired, insipid tum-tum-tum of their
own dance orchestras, visited these questionable places and discovered a regime
of the liveliest description. In smoke-filled back-rooms of saloons circulated
dancers engaged in tortuous and unseemly evolutions to the blare of barbaric,
blatant orchestras.

61

The instruments were as nondescript as the players. A piano stripped of its
top and bottom coverings, the complete mechanism showing like the skeleton of a
prehistoric monster. A few fiddles, a saxophone, a banjo, a drum and endless
instruments for the making of sheer noise. whistles, cymbals, cocoanut shells,
narrles, all manipulated with amazing dexterity by the person at the drum. The
entire orchestra behaved not unlike a party of dancing dervishes. They sang as
they played, learned forward, stood up in their chairs, moaned, flung instruments
into the air and recovered them without missing a beat. This madness
communicated itself to the dancers on the floor; they swayed and clung to one
another in a manner then considered shocking.
The tunes played by these orchestras were, for the most part, Negro
improvisations but, also, they "ragged" the current tunes. That is to say, they
subjected these tunes to a rhythmical metamorphosis. The erstwhile waltz or twostep, ambling sluggishly along, became, in their hands, a fervent quickstep. The
familiar and anemic complexion of these familiar melodies was charged and
quickened with the old irresistible beat of the spiritual...
The thing caught on quickly and only waited on some astute person to
secure its complete acceptance by toning down its racial extravagances. The
tradition must not be too abrupt. The new music was presented to the public by
Mr. Irving Berlin, not directly as a complete invention of his own, but a sort of
innuendo. In Alexander's Rag-Time Band, Mr. Berlin called universal attention to
the quality of a mythical orchestra than which there was none better in the land.
All must come and hear this paragon of bands which, in Mr. Berlin's description,
resembled exactly the type of band I have just described. (Later an immensely
popular song, The Memphis Blues, describes a band which is not mythical, but
actual.) The musical setting of Alexander, although only a respectful paraphrase
of a Negro rag, was revolutionary. It was, in the current phrase, a riot; and it and
its immediate prototypes had no trouble at all in completely replacing the then
popular ballad. Moreover, this sort of tune made necessary new and more alluring
dance steps, and the Negro walk and shuffle at once took the place of the waltz
and two-step. The turkey and other animation "trots" enjoyed a ubiquitous
transplanting from the stuffy Negro dens of their birth.
Following closely on Alexander came a tune, Everybody's Doing It, which
testified to the completeness of the revolution. They were, and still are. The
Republic succumbed completely to the new dances and the new music. Mr. Berlin
and his confreres were indefatigable and they were handsomely rewarded.
Everything was "ragged." Old songs were exhumed. Even sacred ditties were not
inviolable. Everything, from "Home, Sweet Home" to the scale, was grist for this
syncopated, rhythmic mill.
In time the popular ear became ready for the complete assimilation of the
undiluted music of the Negro bands. One heard orchestras which erupted into
climaxes of wailing trombones, shrieking whistles and farmyard noises of a
chromatic sort, which resembled nothing that had ever been heard before. This
was Jazz. The complete lack of restraint and the frequent degeneration of this
music into mere noise made it impossible to listen to it for any length of time, and
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it enjoyed only a short and brazen popularity. Its point of excellence were
abundant, however, and these were subsequently refined and developed into the
extraordinary expression which is the Jazz of Today. (1923)
In this development and refinement the trained executants played a
significant part. The absorption in the new dances created a new situation for
musicians. Heretofore the dance orchestras were recruited from among players of
small talent whose equipment was inadequate to the demands of a Symphony
orchestra, or even of a good theater or hotel. The demand for good jazz bands and
the inability of the old-time dance musicians to satisfy the yearning for more
piquant rhythms and more variety in the accompaniments and middle voices,
inevitably brought a better class of musicians into the field. These organized
bands of their own. On the material at hand they lavished the resources of
executants well-trained in the musical classics."
The "colored" sounds impressed the distinguished Italian composer,
Alfredo Casella, and 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......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."
In the next issue of Music Courier (July 12th, we read more thoughts
of 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
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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 the 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.
If this instrumental technique is unusual and bewildering, not less so are
the aesthetic values revealed through it. Art that is-art composed, first of all, of
rhythm; of a brutal rhythm often; of a rhythm of other times sweet and lascivious;
but always rhythm of a barbaric effectiveness which would raise the dead; rhythm,
which, on account of its persistency, its tremendous motive force brings to mind
not rarely, the more heroic pages of Beethoven or of Stravinsky."
In 1923 we are beginning to see the standardization of the dance/jazz
orchestra. In an article in the July, 1923, Metronome, we read an article
("The Make-up of a Modern Orchestra") by one of the top arrangers, Harry
L. Alford:
"Most of us can remember when the majority of dance orchestras consisted
of piano, violin and cornet, with a clarinet or bass added on special occasions. The
advent of the first jazz orchestra with its funny noises and unheard-of effects first
caused the legitimate musicians to smile in a superior manner, and later to show a
surprise that the fad did not immediately wear itself out. The more progressive
dance leaders were quick to seize upon several ideas that could be used
legitimately and within a few years the whole dance music industry was
revolutionized.
The first jazz drummers were perhaps not as retiring and self-effacing as
might have been desired, but we learned a great deal about rhythmical effects
from them, and they taught us the value of a number of percussion instruments
that were not in general use at that time.
But the principal lesson we learned, as the jazz artist inspired us to look
for new tone colors and effects that might be adapted to high-class dance music,
was the use of the saxophone. Although this instrument had long been known to
musicians as a "filler' in brass combinations or for an occasional solo, our
principal acquaintance with it was in the bands of vaudeville musical acts. But
when we discovered its capabilities in the hands of a skillful performer, it rapidly
took its place in dance combinations; and, when the usual prejudice against any
innovation is overcome, it will be welcomed into theatre and concert orchestras.
Is it any wonder that an instrument that can play a sustained melody with
the suavity and grace of a solo violin or cello, rapid figuration with the ability of a
flute and yet "carry" well enough to be heard clearly above the brass section (or
blend with it if desired), has become popular? Add to these qualities the fact that
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it has a range of two octaves and a half, or practically uniform timbre, without
noticeable breaks; and above all, that the performer can continue playing for long
stretches without tiring, its value in small combinations becomes obvious.
The banjo has been found particularly useful in recording dance music, as
it serves to make the rhythm, in place of the drums, which do not record
effectively. It also relieves the pianist from the burden of constantly filling in the
middle register and gives him the opportunity to strengthen and embellish the high
octaves, thereby greatly increasing the brilliancy of the ensemble. On the other
hand, the constant iteration of four chords to a bar affected by some "banjoists"
becomes monotonous in the extreme and detracts from the changes of color and
effects in the other instruments. The practice of allowing the banjo player to rearrange his part to suit his own convenience is no longer in favor. The banjo,
undoubtedly, has its place in the modern dance orchestra, and when the happy day
arrives that the arranger is permitted to give it thirty-two bars rest occasionally,
and the "banjoist" will agree to rest when it is so noted in his part, everybody
concerned will be contented.
The ideal combination for a dance orchestra has been much discussed and
within a short time we may expect to see it standardized. The big organizations
that record for the phonograph companies and play in the finest metropolitan
hotels and dance halls all use practically the same instrumentation, differing only
in the "doubles." This combination is:
Piano Banjo Violin (sometimes two), Drums
Two Trumpets, Trombone, Tuba (String Bass)
Saxophones (2 or 3 players doubling on other reeds)
A saxophonist who doubles jazz clarinet for the "Blue" numbers is quite
an asset; but there is an increasing demand for a saxophonist who can play either
oboe, bass clarinet, or bassoon, and who has in addition a complete set of
saxophones, from the infant sopranino down to the baritone. An obbligato
violinist who can double banjo is a jewel of the first water from the arranger's
point of view, for the quiet strains, where two violins are given prominence are
the very strains where the banjo is least needed.
For smaller combinations, the arranger would probably suggest piano, alto
saxophone, cornet and drums for a four-piece orchestra, adding violin (5),
trombone (6), tenor saxophone (7), banjo (8), bass (9) with either a clarinet,
another violin, a third saxophone or a second cornet added for an orchestra of ten
or more."
We have written about the contributions of jazz in the realm of timbre
and rhythm. Also influential was the harmonies used by the jazz bands and
the jazz arrangers. In the July/Dec. 1923 issue of Dial, Gilbert Seldes, a critic
who supported jazz, in an article Toujours Jazz, writes on this subject:
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"Strictly speaking jazz music is a new development-something of the last
two years, arriving long after jazz had begun to be played. I mean that ragtime is
now so specifically written for the jazz band that it is acquiring new
characteristics. Zez Confrey, Irving Berlin, Fred Fisher, and Walter Donaldson
among others are creating their work as jazz; the accent in each bar, for example
is marked in the text-the classic idea of the slight accent on the first note of each
bar went out when ragtime came in; then ragtime created its own classic notionthe propulsion of the accent from the first (strong) note to the second (weak). In
jazz-ragtime the accent can occur anywhere in the bar and is attractively
unpredictable.
Rhythmically-essentially-jazz is ragtime since it is based on syncopation
and even without jazz orchestration we should have had the full employment of
precise and continuous syncopation which we find in jazz now, in Pack Up Your
Sins, for example. It is syncopation, too, which has so liberated jazz from normal
polyphony, from perfect chords, that M. Darius Milhaud is led to expect from jazz
a full use of polytonic and atonic harmonies; he notes that in Kitten on the Keys
there exists already a chord of the perfect major and the perfect minor. The reason
why syncopation lies behind all this is that it is fundamentally an anticipation or a
suspension in one instrument (or in the bass) of what is going to happen in another
(the treble); and the moment in which a note occurs prematurely or in retard is,
frequently, a moment of discord on the strong beat. A dissonance sets in which
may or may not be resolved later. The regular use of syncopation therefore
destroyed the fallacy (as I hold it) of the perfect ear; and this is one reason why
Americans are often readier to listen to modern music than peoples who haven't
got used to dissonance in their folk and popular music.
It is not only syncopation that makes us indebted to Negro music. Another
element is the typical chord structure found there, the characteristic variations
from the accustomed. Technically described one of the most familiar is the
subdominant seventh chord with the interval of a minor instead of a major
seventh-a method of lowering the leading tone which affects so distant a piece as
A Stairway to Paradise where the accented syllable of Par'-adise is skillfully
lowered. (By extension ragtime also used the minor third.) The succession of
dominant sevenths and of ninths is another characteristic, and the intrusion of
tones which lie outside of our normal piano scale is common. (My indebtedness,
and, I suppose, the indebtedness of everyone who cares at all for Negro music, is
apparent-to Afro-American Folk songs, by Henry Edward Krehbiel (Schirmer).
Still another attack on the perfect chord comes from the use of the instruments of
the jazz band, one for which ragtime had well prepared us. The notorious slide of
the trombone, now repeated in the slide of the voice, means inevitably that in its
progress to the note which will make a harmonious chord, the instrument passes
through discords. "Smears," as they are refreshingly called, are the deadliest
enemy of the classic tradition, for the ear becomes so accustomed to discords in
transition that it ceases to mind them. (We hear them, of course; the pedants are
wrong to say that we will cease to appreciate the "real value" of a discord if we
aren't pained by it and don't leave the hall when one is played without resolution.)
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In contemporary ragtime, it should be noted, the syncopation of the tonalityplaying your b-flat in the bass just before it occurs in the voice, let us say-is often
purely a method of warning, an indication of the direction the melody is to take.
I put the strange harmonies of jazz first, not because they are its chief
characteristic, but because of the prejudice against them. The suggestion is current
that they are sounds which ought never to be uttered; and with this goes an attack
on the trick instruments, the motor-horns, of the battery-man. The two things have
nothing in common. The instruments of the jazz band are wholly legitimate and its
characteristic instrument was invented by a German, after whom it is named, in
the middle of the last century, and has been used in serious music by (and since)
Meyerbeer- I refer to the saxophone. (Sic: The sax was invented by a Belgium)
There is no more legal objection to the muted trombone than to the violin con
sordini. And the opponents of jazz bands will do well to remember that the pure
and lovely D-Minor Symphony of Cesar Franck was thrown out as a symphony
because it used the English Horn. The actual sounds produced by the jazz band are
entirely legitimate."
In just a few years jazz had advanced from the drum and clapper
stage to contrapuntal, symphonic treatment. We now find that jazz is in a
riot of tone-colors, rhythms, fantasies, accents and counterpoint with the
post-jazz directors, arrangers and composers moving confidently, firmly, and
have mobilized the most enterprising and venturesome American musical
spirits in a great self-reliant forward movement. Frank Gibbons writes of
this direction and gives us charts of the instrumentation of various size jazz
bands. The ability of many jazz orchestras is up to the best symphonic
standards. For nearly 300 years, string instruments held undisputed sway
and the most heralded position. The American jazz scene brought forth the
saxophone. The saxophone has brought about a change in the
instrumentation of music quite as thorough as that brought about by the
Violin family of instruments 300 years ago. Orchestras using the saxes as the
backbone of the orchestra sprang up everywhere. The dance orchestras of
the day were essentially wind bands. The brasses-trumpets, trombones and
tubas-have been refined by the American arranger. Muted brass combined
with the reeds for added richness and sweetness. The banjo was added giving
the ensemble a sparkling rhythmic content. The American dance orchestra
became a valuable export, sending to Europe American dance bands.
The popularity of the saxophone continued and soon the theatre
orchestras employed them in their 'pit' orchestras. They appear in the stage
show "Little Jessie Janes" and become the 'biggest thing in the show." In the
Dec. 1923, Metronome ("Instrumentation for Theater Pit & Dance
Orchestras") we find a chart of the instrumentation and size of 'pit'
orchestras. It explains the use of "doubling.
With the jazz orchestra becoming standardized, we find an article
defining the jazz formula and we read: "It should be remembered that the

67

jazz band is not a band, nor is it an orchestra; it is a sort of combination of
both. We read in the Literary Digest of July 8, 1923 we read:
"The trumpets are almost always muted. occasionally surprisingly
beautiful effects are achieved, as when Mr. Whiteman's trombonist loosely inserts
the end of a large megaphone into the bell of his instrument. Derbies and tin cans
are applied to the trumpets, trombones and clarinets with amazing results. It is
these variations in timbre, this experimentation in unusual tonal effects that
constitute the principal contribution of jazz to the science of music.
Another characteristic is the employment of fantastic, often bizarre
embellishments. These arabesque decorations are occasionally contrapuntal and
always ingenious, but counterpoint is not of primary importance. "Jazz was
originally the introduction of portamento effects on the trombones," says Mr.
Henderson. "Afterward the ingenious players of the popular music found out how
to produce the wailing, sliding tones on other instruments, and now at last we
have such a wizard as Ross Gorman, who can evoke the laugh of a hyena from a
clarinet and the bark of a dog from a heckelphone." These portamento trombone
passages, and, by some phenomenal trick, portamento effects on the saxophone,
add that sensuous element popularly called "blue." It is precisely this strongly
emphasized sensuous quality that explains the great popularity of this type of
music. It also reveals, under analysis, the artistic limitations of jazz.
On the whole, jazz orchestration seems to follow a definite formula. The
saxophone is the principal melodic instrument. The piano and banjo supply the
harmonic and rhythmic basis. The muted trumpets occasionally "take the lead"
and release the saxophone for more decorative purposes. Horns help out with the
harmony. Clarinets, tenor and soprano saxophones cut capes and embellish the
general design. This description is not all inclusive. The formula is capable of
extension and variation. But on the whole the jazz formula appears to be clearly
defined and the jazz arranger stands out a competent craftsman who has learned
his trade well, rather than as a creative artist. Newman Levy."
By the beginning of 1924 the arranger’s role is well known and
appreciated. In the Music Courier of Jan. 24, 1924 ("Lopez on Jazz") we
read:
"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
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upon the main fabric, set bits of other themes afloat on the stream of melody, or
quote appropriate themes as we go along."
In the August Etude of 1924, an issue devoted to the examination of
jazz music, Henry T. Finck in an article entitled "Jazz: Lowbrow and
Highbrow" speaks of jazz related instruments and the people like Fillmore
and Sordillo, very capable musicians who write about the use of the
trombone in jazz:
"The saxophone is an essential ingredient of a jazz band, but the
saxophone is not African. It was invented by a Belgian called Sax, and thousands
of American boys play it at home, in school and in processions. The French army
adopted it many decades ago.
The late Victor Herbert's attitude toward saxophones was amusing.
"I can write for them," he said, "but I never could conduct them. They
make me nervous."
The trombone, too, is not African, and what would jazz be without the
trombone?
It is significant that the first trombonist of the Boston Symphony
Orchestra, Fortunato Sordillo, four years ago wrote a book entitled "Art of Jazzing
for the Trombone," in which he says that the term jazz as used is his book "is
practically synonymous to glissando." "For humorous effects," he adds, "the jazz
trombonist burlesques his glissando by smearing the tones." He refers to Ravel's
"Rhapsodie Espagnole," in the fourth movement of which there is a passage where
the first violins play an ascending chromatic glissando and at the same time the
cornets and trombones have glissando passages; the whole effect being a sort of
glorified jazz. Yet this was not played by dance hall performers, but by the Boston
Symphony Orchestra.
There is another jazz book on the trombone. Its author is Henry Fillmore,
who says: "The jazz effect in music is supplied by the humorous qualities of
instruments. In the brass family the slide trombone, because of its slurring
possibilities, may be called the premier jazz producer." It is with this slurring
(jazzing) characteristics of the slide trombone that his book deals. But that is only
one of the many (fifty-seven) aspects of jazz.
Jazz players make much use of muted instruments. Audiences greatly
enjoy these sounds. Fritz Kreisler and other great violinists produce some of their
most ravishing effects with the sordino; their predecessors have done so for many
generations. There is nothing African about it.
In the other direction - the augmenting or amplifying of sounds - the
jazzmen are pioneers, and they deserve much praise for their innovations, which
point the path to timid symphonic writers, afraid of doing something new.
What do you think," writes an enthusiast, "of a trombone that sings
through a megaphone with a perfectly legitimate tone, full of vibrato (not
tremolo), and sounds more like a magnificent baritone voice than anything else,
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an entirely new tone color for any orchestra - only 'any' orchestra doesn't have a
trombonist that can produce it." Paul Whiteman's band has him.
On this point, Whiteman has remarked with pardonable pride: "There is no
orchestra of similar size that can offer anything like the variety of tone.....that a
jazz orchestra such as mine.
Aside from dance music, whose improvisation gives it a kind of
expressiveness and life to be found only among the Negroes, jazz has been
employed in the theatre with the happiest results. There are operettas of exquisite
musicality like 'Shuffle Along,' by Noble Sissle and Eubie Blake, or 'Liza' by
Maceo Pinkard, in which singers, chorus, and dancers are accompanied by a jazz
orchestra. The orchestra of 'Liza' consists of a flute, a clarinet, two trumpets, a
trombone, the percussion instruments-played by a single player-a piano, a string
quarette-in which the viola is replaced by a saxophone-and a contrabass. As a
matter of fact the technical elements have been much less changed by the
Negroes. In the jazz of the Whites everything has been worked out to perfection
and studied in the most thorough way. Among the Negroes there is far more
improvisation. But what tremendous musical gifts and what power of performance
are necessary to bring improvisation to such a pitch of perfection! In their
technique they possess great freedom and facility. Each instrument follows its
natural melodic line and improvises even while it adheres to the harmonic
framework which underlies and supports the piece as a whole. We find this music
perpetually employing a rich and confusing interweaving of elements. It uses
major and minor chords together with quarter tones, which are produced by a
combination of glissando and vibrato technique-as exaggeration of the trombone
tones, as well as vigorous vibration of the trumpet pistons and strange uses of the
fingers on the violin strings.
Another comparison of early jazz to jazz in 1924 is in the article
"Intolerance and Jazz" by Lyle McCulloch in the Sept. 1924 issue of Melody:
"In the jazz music of today, (sic: 1924) which, up to the present, affects
only light music written mostly for dancing, the melody shows the principal
similarity in the renditions of two or three different organizations of the more
prominent class. Each director will arrange (or have arranged) every number,
according to his ideas, in order to bring out the particular effects that he thinks
will be most pleasing to the listeners. No weird as well as beautiful effects. The
old idea, the first idea of jazz, was as much noise, as much syncopation and as
much distortion as possible. The extreme novelty of the thing - its originality, or
rather reversion to the naked savage type of central Africa, - was all that saved its
perpetrators from punishment swift and sure.
Such music could not last, and so was finally refined and changed until
now, in the present form, it no more resembles its first phase than it resembles
legitimate playing. In those first days of hit and miss (they always hit something
but usually missed the right notes). If a performer could read music, he wasn't
eligible; that much alone disqualified him. He had to be able to turn flip-flops and
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cart wheels and full twisters and at the same time retain the balance of his
instrument, neither should he look too intelligent if he wanted to go over big.
But now, those who are neatly dressed and most conservative I manner
(both on the job and off) are those men playing with the better jazz orchestras, no
more frayed edges or shiny looking coats, clean collars fastened perhaps to false
shirt-fronts, and a pair of big baggy loomers neither cleaned nor pressed for, lo,
these many moons! No more sticking up a new sheet to see what it sounds like
and everybody taking it with a hop, step and jump. No indeed! Rehearsals five and
more times a week for two-hour periods and sometimes longer; music rehearsed
time after time until each man can and does play his part properly and in the exact
style intended by the director. Do you wonder that this style of music is becoming
more and more popular every day? It is not only the music and the way it is
rendered, but the setting that plays a most important part.
The famous composer Percy Grainger in the Sept. 1924 "Etude" ("A
Jazz Characterization") writes about jazz orchestral sounds:
"If jazz had done nothing more than to break down certain old orchestral
jail wails, it would be justified. It is in the instrumentation of the modern jazz
orchestra that the musician is principally interested. This is momentous in every
way. To me it represents an advance in instrumentation only to be compared in
extent with that which occurred in another line between the instrumentation of
Beethoven and the instrumentation of Wagner. It has opened up glorious
instrumental possibilities.
"It is amazing to me that the Saxophone, the supreme achievement of the
great instrument maker, Adolphe Sax (the inventor of the bass clarinet and the
perfector of the brass instruments which made many of the most beautiful
passages of Wagner possible), should have to wait until this day and time to come
into its own through the popular music of America. The same genius which Sax
displayed with regard to wind instruments. America has displayed with regard to
percussion instruments, such as the Deagan Xylophones and Marimbas, which I
have prescribed for the score of my symphonic poem "The Warriors." This
American genius, taking the instruments from Africa, Asia and South America,
has given them reliable pitch so that they may be legitimately employed, both in
vaudeville and with great orchestras, in extremely beautiful effects. Most of the
ancestors of these new American instruments may be traced in great collections,
such as the Ethnographical Museum of Leyden, Holland, or the Crosby Brown
collection at the Metropolitan Museum of Art in New York.
"The jazz orchestra has shown us how the percussion instruments add
clarity to the orchestral mass. The instruments of the conventional symphony
orchestra have something of a spongy character and lack the sharp, decisive
qualities of the bells, xylophones and marimbas which have a clarity and
sharpness, yet when well played seem to float on the mass of orchestral tone color
like oil on water.....
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Another great achievement of Jazz is the introduction of vibrato in the
wind instruments. All wind instruments should be played with vibrato; at least as
much as the strings.”
In the Oct. 29, 1924 "Outlook" ("Music as a Vocation for
Americans") we fine a list of the men in the Paul Whiteman orchestra and
the instruments they play. We find many of them doubling on a number of
instruments.
GORMAN: E-flat, B-flat saxophones, B-flat, E-flat, alto & bass clarinets,
octavin, oboe, hecklophone
STRICKADEN: -flat soprano, E-flat, alto, tenor, E-flat baritone
saxophone, oboe, clarinet
BYERS: flute, B-flat soprano, B-flat tenor, C soprano, E-flat baritone
saxophone
BUSSE Trumpet, flugelhorn
SEIGRIST: Trumpet, flugelhorn
MAXOM: Trombone, euphonium, trumpet
CASSIDY: Bass trombone, euphonium
ARNEN: Tuba, string bass
LANG: piano, harp, celeste
AULGATUE: Banjo, drums and kindred instruments.
"To this group I add the violin which is employed as an obligato
instrument most of the time and not as a solo instrument. Thus, you see, twelve
men have a range of forty instruments, and have opportunities for variety in tone
color, prescribed by our scorings, which is, to say the least, unusual."
Darius Milhaud, the famous French classical composer in "The Jazz
Band and Negro Music" in the Oct. 18, 1924 "Living Age' magazine writes
about the jazz band: and its strengths:
"It was in 1918 that the jazz band was brought across the ocean from New
York by Baby Deslys and Pilcer of the Casino de Paris. It came almost like a cart
of terror, like a sudden awakening, this shattering storm of rhythm, these tone
elements never previously combined and now let loose upon us all at once.
We were quick to catch its salient characteristics, among which the
following are worth mentioning: (a) The employment of syncopation in rhythm
and melody, which, against its background of dull regularity, is quite as
fundamental as the circulation of the blood, the beat of the heart, or the pulse. (b)
The introduction of percussion instruments - by which I mean the grouping of all
percussion instruments together in a simplified orchestration which makes them
like a single instrument so perfect that when 'Buddy,' the drummer of the
syncopated Orchestra, plays a percussion solo we think we are hearing a deliberate
rhythmic composition, so varied is the expression. This effect is to be explained
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by the variety of the tone color in the percussion instruments that he plays
simultaneously. (c) The new instrumental technique-that is, the employment of the
piano with dryness and precision just as the drum and banjo are used. (d) The
increased importance of the saxophone and the trombone, whose glissandos are
becoming a favorite effect, and to which, as well as to the trumpet, even the most
delicate melodies are by preference entrusted. (e) The copious use of mutes for
both these instruments, the use of the portamento, the employment of the vibrato,
whether on pedals, stops, or mouthpiece. (f) The clarinet has so shrill a tone and
so much strength, makes possible so many runs and tone changes, that it
disconcerts our best players. Hence the introduction of the banjo, which has a
harder, more stimulating, and sonorous tone than the harp or the pizzicati of a
quartette. (g) Last of all, here is a whole special technique of the violin, sharply
played, employing the broadest of vibratos and the very slowest of glissandos.
The strength of the jazz band lies in the thoroughgoing novelty of its
technique. So far as rhythm is concerned, the constant employment of syncopation
has forced us to recognize the fact that this music can be produced with the
simplest means and needs no rich or varied array of instruments. During 1920 or
1921 one could get an idea of the most perfect jazz-music only by hearing Jean
Wiener at the piano and Vance Lowry on the saxophone or banjo at the Gaya Bar
in the Rue Duphot, playing the purest, most authentic jazz with a bare minimum
of instruments.
So far as orchestration is concerned, the employment of the instruments
that I have described above and the extreme refinement of their special technique
have naturally made possible an extraordinary range of expression. To be in a
position to judge, one must hear a serious jazz band of genuine musicians who
practice together regularly like on of our good string quartets and who bring their
orchestration, as Irving Berlin does, to absolute perfection.
It is necessary to hear a serious jazz band....nothing is left to chance,
everything is balance and proportion, revealing the touch of the true
musician.....Sometimes four saxophones are leading, sometimes the violin, the
clarinet, the trumpet, or the trombone. Or again one may hear an infinite variety of
instrumental combinations, uniting one after another with the piano and the
percussion instruments, each with its own meaning, its own logic, its own timbreeach with an expression peculiar to itself.
Since we first heard jazz in Europe, a distinct evolution has taken place. In
the beginning it was a veritable cataract of tone. Then we began to appreciate once
more the value of the melodic element. Then came the period of 'blues,' very
simple melodies, - bare so to speak, - which were carried by a clear sharp rhythm,
with percussion instruments scarcely noticeable, almost intimate. Then came the
transition from the almost mechanical effects like the Paul Whiteman's steel
percussion at the Palais Royal in New York, and then the fine, almost elusive,
almost too gripping tones of the jazz at the Hotel Brunswick in Boston.....They
have brought us absolutely new elements of tone and rhythm of which they are
perfect masters. ... These magnificent orchestras need a concert repertoire.....In
harmony, too, there is a marked development for, though originally the jazz-band
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repertoire was of dance music alone, to-day it is following the same curve as the
rest of contemporary harmony.....There can be no doubt that in a few years
polytonal and atonal harmonies will prevail in the dances that will follow the
shimmies of 1920. To-day we find minor and major chords side by side, as for
example in Zez Confrey's "Kitten on the Keys."
The proceedings of the MTNA included, in 1925, a discussion of jazz
"Jazz and American Music." Some of their statements are:
"The instrumentation of the best jazz orchestras, such as that of Paul
Whiteman, has injected a new life into the music....Now jazz orchestras demand
experts on all instruments, both common and rare, with the result that we have
developed really capable artists. It was not so long ago that we heard a player in a
jazz orchestra play and make rapid changes from and to, an oboe, English horn,
saxophone, alto clarinet, and bass clarinet. ....the woodwind players in the best
jazz orchestras are equal in artistry to their symphony brother....We are able to
hear combinations of instruments in the best jazz orchestras that were unheard of
a few years ago.....There is no question in our mind that this new art of
instrumentation, if one can call it that, will affect the writers of symphonic music
and the personnel of symphony orchestras all over the world."
In 1926, the year that was the zenith of the jazz age there is still talk of
the role of the arranger/orchestrator. We read in the Metronome of Feb. 1,
1926 and the importance in the 'line of sound' in jazz in an article entitled "Is
Jazz Coming or Going?”
"The development of jazz (it became Super-Jazz and 'symphonic
syncopation,' but the fine appellations do not suit it) - is purely in the line of
sound, hence a matter depending on the Jazz orchestra. The trick today is not in
the hands of the composer but rests with the musical directors and orchestrators.
These alone are fully familiar with the new idiom, the new refinements of tone
color, and here lies the secret as well as the weakness of jazz.
The Jazz Orchestra of today (In the following I am quoting some of the
statements by Deems Taylor in the first-and only -number of "Music" - New York,
1924) is something fascinating, new and unheard of. It is new because their
beginnings were entirely independent of the classic orchestra, because these
beginnings were in accordance with an absolutely crude taste. The exotic strain
was there from the beginning and was not introduced subsequently by literature or
reflection. It is the orchestra of the western East, not of the eastern West, of the
Pacific and not the Atlantic world.
The first Negro jazz bands (I first heard one in a New York restaurant
during the first year of the war) consisted of piano and violin, trombone, clarinet,
piston cornet, banjo, and percussion instruments. These later instruments (called
"traps") were the main thing and the Negro, who worked with all these drums,
cymbals, bells, wooden boxes, sandpaper, etc., was a demon with supernatural-
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unearthly ability. It was incredible what he improvised in the way of grotesque
rhythmic "stunts" and still remained the backbone of the whole thing. The work
on the wind instruments had the same improvisational character, but in the line of
counterpoint. The clarinetist or cornetist suddenly interrupted his melody in order
to disport himself in gay cadenzas or roguish extravagances, without, however,
dropping out of the rhythmic construction. The brass never played openly, but
always with dampers, so that it bleated and the clarinet, for the most part played in
a high, seldom heard register. The glissando of the trombone, the "yowling" had
become a regular practice. Only the violin kept to the melody and the piano
furnished the harmonic and rhythmic foundation. The general color was usually
disagreeable-but new, barbaric and yet charming.
That was the original form of the Jazz band. The new additions are the
saxophones and its varieties, as well as horns, tubas, bassoons, balancing of the
whole by doubling some, and then an incredible technic of the individual players,
and a positively stunning refinement of the tone-color shading. Not only one, but
six different dampers are used today on an instrument in order to bring out the
most varied shades. The percussion instruments-once the mainstay, is today fully
subdued and influences the tone color more than the accent. The perfect Jazz
orchestra could easily dispense with its kettle drums-its rhythms would be no less
piquant.
The Jazz orchestra at the present time is already subject to a certain
uniform pattern. The classic example, Paul Whiteman's orchestra, consists of
twenty--three men with thirty-six instruments. This fact alone shows the
difference between it and the old regulation orchestra. Each member acts as a
soloist and usually on more than one instrument. Ross Gorman, Whiteman's first
saxophonist, plays eleven, among them oboe, bass-oboe, heckelphone, E-flat, Bflat and bass clarinet, basset horn and octavion. Each of the three saxophonists
uses three saxophones in various pitches. The Whiteman orchestra is made up as
follows:
3-1st violin
2- trumpets
3-2nd violins
2- trombones
2-Basses (also play tuba)
2- horns
1- banjo
2- tubas
1- sarusophone
2- pianos
1- cymbals and diverse traps
3- saxophones-from sop. to bass, also clarinet.
As will be seen it is a wind instrument orchestra, supplemented by strings,
instead of the reverse. This queer combination of brass, played in chorus, gives it
its characteristic, radiant sound. The banjo is of particular importance for coloring
and as a means of bringing out the rhythm, and a very special quality is peculiar to
the orchestra, owing to the unheard of virtuosity of the players, their powers of
expression, often through imitation of the human voice or animal sounds, through
portamentos which are rendered in perfection even on valve instruments, and
finally also through the use of the higher registers of trumpets etc. and novel
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dampers. However, these qualities are not yet universal and an orchestra like
Whiteman's has not come to my notice so far."
The article continues and expresses opinions on the great jazz
arranger, Fredie Grofe:
"Fredie Grofe, is a clever conjurer; he makes new things out of old
material. He also takes "popular classic"-simple songs and piano pieces-dresses
them up in great style and-in despair-he even seizes upon well known Muscovite
specialties, like the Volga song, Rachmaninoff's C-sharp minor Prelude, or the
Hymn to the Sun from "Coq e'Or"-to transform them into Jazz. He calls that
"flavoring a selection borrowed themes." Only he can not compose. If he could, he
would be the man we want-the Messiah of Jazz." (Sic: The author was writing this
before Grofe wrote his 'Grand Canyon Suite' and other classic compositions)
By 1926, the year that jazz reaches its zenith in popularity, the jazz
orchestra is its main media for expression. In "Is Jazz Coming or Going" by
Cesar Saerchinger, in the Feb. 1, 1926, Metronome, we read of the
'Symphonic Syncopation":
"The development of Jazz ...is purely in the line of sound, hence a matter
depending on the Jazz orchestra. The trick is not in the hands of the composer but
rests with the musical directors and orchestrators. These alone are fully familiar
with the new idiom, the new refinements of tone color, and here lies the secret as
well as the weakness of Jazz.
The Jazz Orchestra of today....is something fascinating, new and unheard
of. It is new because its beginnings were entirely independent of the classic
orchestra.
The first Negro jazz bands I first heard one in a New York restaurant
during the first year of the war - Sic; 1917) consisted of piano and violin,
trombone, clarinet, piston cornet, banjo and percussion instruments. These later
instruments (called "traps) were the main thing and the Negro, who worked with
all these drums, cymbals, bells, wooden boxes, sandpaper, etc., was a demon with
supernatural-unearthly ability. It was incredible what he improvised in the way of
grotesque rhythmic "stunts" and still remained the backbone of the whole thing.
The work on the wind instruments had the same improvisational character, but in
the line of counterpoint. The clarinetist or cornetist suddenly interrupted his
melody in order to disport himself in gay cadenzas or roguish extravagances,
without, however, dropping out of the rhythmic construction. The brass never
played openly, but always with dampers, so that it bleated and the clarinet, for the
most part played in a high seldom, heard register. The glissando of the trombone,
the 'Yowling" had become a regular practice. Only the violin kept to the melody
and the piano furnished the harmonic and rhythmic foundation. The general color
was usually disagreeable-but new, barbaric and yet charming.
That was the original form of the Jazz band. The new additions are the
saxophones and its varieties, as well as horns, tubas, bassoons, balancing of the
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whole by doubling some, and then an incredible technic of the individual players,
and a positively stunning refinement of the tone-color shading. Not only one, but
six different dampers are used today on an instrument in order to bring out the
most varied shades. The percussion instruments - once the mainstay, is today fully
subdued and influences the tone color more than the accent. The perfect jazz
orchestra could easily dispense with its kettle drums - its rhythms would be no
less piquant.
The jazz orchestra at the present time is already subject to a certain
uniform pattern. The classic example, Paul Whiteman's orchestra, consists of
twenty-three men with thirty-six instruments. This fact alone shows the difference
between it and the old regulation orchestra. Each member acts as a soloist and
usually on more than one instrument. Ross Gorman, Whiteman's first saxophonist,
plays eleven, among them oboe, bass-oboe, heckelphone, E-flat, B-flat and bass
clarinet, basset horn and octavion. Each of the three saxophonists uses three
saxophones in various pitches......
As will be seen it is a wind instrument orchestra, supplemented by strings,
instead of the reverse. This queer combination of brass, played in chorus, gives it
its characteristic, radiant sound. The banjo is of particular importance for coloring
and as a means of bringing out the rhythm, and a very special quality is peculiar to
the orchestra, owing to the unheard of virtuosity of the players, their powers of
expression.....
The most popular figure of this 'jazz age' is Paul Whiteman. He
published a book in 1926 entitled "Jazz." It first appeared in the Saturday
Evening Post a three part series in Feb. & March of 1926. His views, as a
performing musician is interesting. He states:
"The original jazz band consisted of a piano, a trombone, a cornet, a
clarinet and a drum. The fundamental harmony and rhythm were supplied by the
piano, the player of which could usually read notes. The other performers had no
notes, so it mattered not at all that they had never learned to read music. They
simplified in the harmonic parts and counter-melodies by ear, interpolating
whatever stunts in the way of gurgles, brays, squeals and yells occurred to them,
holding up the entire tune, though still keeping in the rhythm.
The clarinetist devoted himself to the shrill upper notes of his instrument,
while the trombone and cornet were muted at will, or according to the ingenuity of
their manipulator. The drummer meantime would take shame to himself if at any
one time he was working fewer than a dozen of the noisy devices at his disposal.
Those days are gone forever or nearly so. Considered musically, the ideal
orchestra is one which will contain a quartet of every kind of legitimate orchestral
instrument, thus permitting a four-part harmony in every quality of musical tone.
Although this does not prove entirely practical, it is still an ideal which every
orchestra leader today sets for himself. The result, I will venture to say, is that the
United States has a greater number of efficient, economical, small orchestras than
has ever been known anywhere else.
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The jazz orchestra of today differs from the symphony mainly in the fact
that the foundation of the symphony is its strings. All other instruments are added
for tone color. In the jazz orchestra the saxophone has been developed to take the
place of the cello. In fact, it has been developed to such a high degree that it can
be used for the foundation of the entire orchestra, taking the place of second
violin, violas and cellos. The brasses are used for contrast.
The wood winds, such as the clarinet form the basis of the military band.
The jazz band then may be said to come somewhere in between. We have
computed that one barytone saxophone is equal in sonority to a section of nine or
ten cellos; that one alto saxophone equals sixteen first violins or twelve seconds;
that one tenor saxophone equals eight violas. That is why, with twenty-five men
including only eight first violinists and four saxophones, we have been able to get
the volume of an eighty-piece symphony orchestra.....
The saxophone then is in a way king of the jazz orchestra. ...Saxophones
supply the element of humor which American dancers insist upon having and they
are also extremely flexible, so that more or less difficult running passages may e
played with ease. In skilled hands the saxophone is capable of smooth intonation
in solo passages, though, like all reeds, the control of pitch is not easy.
With two or three saxophones for the same player, one may obtain a large
variety of tone effects, shifting a melody into the deep bass with good effect, and
then by picking up a smaller instrument, get a cold blue tone almost as pure as that
of the flute., or one may take the little top sax and push it up to super acute
register to make extremely funny noises. The collective compass of the soprano,
alto, tenor, and barytone saxophones is a little more than four octaves, so there is
sufficient territory for the complete performance of many pieces without the use
of any other instruments.
As the basis for a three-piece orchestra, the saxophone is thoroughly
successful. One combination possible is the saxophone. xylophone and piano.
Offhand one might think there would be too much percussion and too little
melody, but a barytone saxophone is beautifully set off by the sparkle of the
xylophone, and the piano holds together the rhythm......Obviously the jazz band
has tried to develop extreme sounds. The deepest, the most piercing and the
softest effects are produced, but any jazz-orchestra leader will soon learn that he
gets his best effects if he plays softly. It is not necessary to bang to get your effect
or to burst the instrument for volume. On the contrary, a good jazz orchestra is at
its best and most seductive when at its quietest.....So far the jazz orchestra is the
only typically American arrangement of instruments that has ever been made. The
military band has been done in this country very well, but not with original
instrumentation. Never before has the combination of saxophone, brass, banjo,
piano, drums and little string been tried.
We continue to read the importance of the arrange, even to the
expense that he "is even more important than the composer.' In the March,
1926 issue of Harpers ("The Anatomy of Jazz"). We read:
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"The man who arranges popular music for dance orchestras is rapidly
becoming, in jazz fields, even more important than the composer. It is the arranger
who provides life and color and contrast and lively dissonances and blasts of
indigo harmony and contrapuntal runs. He is given a bare stage, and upon it he
builds a paradise.
The arranger, while adhering to the formal limitations of jazz, employs in
its decoration all of the devices which he can steal from classical music. He
opposes progressions with the dexterity of Bach; he snatches a frenzy from Liszt;
he borrows a bit of the lyrical purity of Mozart, and inserts Wagnerian crashes in
the brass. I recall one orchestration of "Spain," in which the saxophones carry a
pure lead, the piano pounds through the old Spanish rhythm of "L'Amour" in
Bizet's "Carmen," the drum maintains the fundamental one, two, three, four of all
ragtime, and the banjo superimposes the "secondary rag." The ingenuity of the
arranger is amazing. For the orchestra the simplest piece is built up with the
utmost care, and jazz orchestrations are as correctly done, as well balanced and as
effective in rendition as are those produced for our symphony orchestras.
The days of playing by ear are rapidly passing. Each man must play his
part as written, for it has been carefully calculated with respect to every other part.
And not only that-these arrangers, betraying their origins, have inserted, in
introductions and "breaks," passages lifted bodily from the classics, which cannot
be "faked." Many a time, in the last two years, I have been startled on the dance
floor by a measure or two from one of the stand works of MacDowell, Gounod, or
Rachmaninoff."
The article of April 1926 in the American Mercury ("Anatomy of Jazz
II") further discusses the evolution of the "sweet" sound of jazz and the
efforts of Fredie Grofe:
"Through the ear-wracking hot jazz continued to dominate the field for
several years, its possession was not undisputed. Into the brain of that same Art
Hickman there popped the revolutionary idea that his new orchestra would be just
as effective and much more musical when playing softly as when blaring its way
ruthlessly though an evening. For certain tunes whose moods suggested gentler
treatment he began at rehearsal to work out quiet arrangements, effects that wooed
the ears instead of blasting them-and "sweet" jazz was born. It was not, however,
until several years later, when the Hickman combination (frequently with an
increased number of players and the addition of a tuba or contrabass to fortify the
bass), having proved effective and practical, became established as the standard,
that the system of improvised arrangements gave place to actual scoring.
In 1920, Fredie Grofe, New Yorker by birth and Californian by habit, was
the pianist of Paul Whiteman's orchestra at the Hotel Alexandria, Los Angeles.
Grofe, who had a sound musical training, was a professional orchestra pianist with
ambitions toward something better. The previous year, 1919, when he was one of
the pianists with John Tait's orchestra in San Francisco, he had started to make
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arrangements for the pure love of it. When he went to Whiteman, where he found
the Hickman orchestration, he kept on experimenting.
Instead of keeping everybody busy all the time, as was the custom in
huddle system orchestrations, he studied the possibilities of the various
instruments for solo use and worked out combinations of them to produce novel
colors. He made scores, the first jazz scores, from which fixed parts were copied
out and played. He invented rhythmic surprises. He evolved the harmony chorus,
something entirely new. In this he gave the melody to the solo saxophone,
supporting it with sustained chords on the brass, played piano, the rhythm being
indicated lightly by the piano, the banjo, or merely by light drum taps. If the
melody was to be brought out more strongly it was allotted to the solo cornet,
supported softly by the saxophones and trombone. Everybody played from parts,
the only variations being the occasional impromptu embellishments of individual
players, still the grace of jazz. If you heard "Whispering," the popular tune of that
year, at the Hotel Alexandria on a Monday evening and enjoyed the novel beauty
of the arrangement, you could go back on Tuesday evening and be sure of hearing
the same thing.
The innovation caught on at once, and today every good orchestra has its
staff of arrangers. There are hundreds-yes, thousands of them. Each has his special
task and talents. Ben Bernie has three, one for hot jazz (which the Charleston and
Stomp-ye gods, what a name!-are bringing back, worse luck!), one for sweet jazz,
and a third for medium, with elements of both. But there is no doubt that the
honor of being the father of modern jazz orchestration, which, an art in itself, is
nearly always ingenious and very often beautiful, belongs to Ferdie Grofe, who
has now retired from the position of first pianist in the Whiteman band to devote
nearly all of his time to making arrangements and to doing composing on his own
account as well.
The jazz orchestrator has been able to call for and achieve many of his
unusual and extraordinary effects because of the virtuosity of the players at his
disposal. The trumpeters and trombonists of a good jazz band, for instance,
possess a technique that is not expected of their fellows in a first-class symphony
orchestra, because it is never called for. It will be worth while to consider in what
degree the development of the jazz player has extended the possibilities of his
instrument, the saxophonist first, since he is practically both string band and
wood-wind of the modern dance orchestra."
In the same article we read of the value of the saxophone in this new
orchestra:
"There are seven members of the saxophone family, ranging from the
sopranino down to the contrabass; though very few of the latter are now in
existence, owing to their unwieldiness and the necessity of having a superhuman
pair of lungs to play one. The sopranino can climb up to the second G flat above
the treble clef; the baritone (the average orchestra has no lower bass) can drop
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down to D below the bass clef. So there is plenty of room to write for them. They
grow bigger according to the depth of their voices.
What you see ordinarily when there are three players are two alto
saxophones and a tenor' if there is a quartette, the fourth is a baritone. They all
have bent-back mouthpieces and bells doubling back and up and out. When one or
more of the players suddenly changes to a straight instrument, it is a soprano, and
if there is one straight one about half as long as the others, that is little sopranino.
They are all transposing instruments; that is, they sound a note quite different
from the one actually written.
Until the days of jazz there was practically no virtuoso saxophone
technique because none was called for. In military bands (Sousa has carried a
quartette for years) they wander quietly and unobtrusively about, filling in and
enriching the harmonic background. Meyerbeer, Bizet, Massenet and Thomas all
employed them as solo instruments, though making not technical demands on
them.
As a bit of ironic fact, these passages generally were (and are still)
transferred to the clarinet because there was no saxophone player available in
opera or symphony orchestras. Today, under the agile fingers of the modern player
fluttering over eighteen or twenty keys, saxophones toss off scale passages and
arpeggios with reckless ease.
The saxophones chatter, they bleat, they glide, they coo-especially the
latter. They even produce portamenti that are, mechanically speaking, not among
their possibilities. Urged by a skillful tongue (slap tonguing), they produce
explosive noises that sound as if a door had been slammed to upon a tone with a
woodeny bang. They are invaluable in all situations-the heart, soul and spirit of
the jazz orchestra.
The saxophonists had a virgin field to develop. Jazz trumpeters and
trombonists, on the other hand, have taken their classic instruments and in a very
few years extended their possibilities beyond the dreams of the generations that
previously played them. The orchestration books, for instance, all give the soprano
high C (two octaves above middle C) as the extreme upward limit of range for the
B-flat trumpet, the one in ordinary use, and even at that warn against the
employment of the upper register. "It is a good rule," says Cecil Forsyth in his
exhaustive book on orchestration, "to take them.....only for special purposes above
their high G." Yet the jazz players of today run up an octave higher than the with
entire ease, and Leo Sowerby in his "Monotony" has actually written the B-flat
above that summit-and had it played.
The tonguing technique for cornets and trumpets was developed long
before the days of jazz, but the new music has brought in the special effects that
are so outstanding in jazz orchestration. Frank Siegrist, in his book. "Trumpet
Playing Up to Date," enumerates as effects to be obtained without mutes, the
Split, the Horse Whinny, the Conversation, the Lip Slur, the Tone Slide or Dip,
the Flutter Tongue, and the Drag.
The trombonists too, have taken thought and added to their stature. The
tenor instrument, with the aid of false positions (invented, I believe, by John King,
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of Chicago), and a special lip technique, now climbs up to the second F above
middle C, a major fourth higher than the previous limit. There are also special
effects similar to those of the trumpets, and a development of legato playing to a
degree hitherto regarded as impossible. Even the ungainly tuba has given over its
grunting, blaring habits and learned to sing a melody almost as smoothly as a
'cello. Added to all this technical development of the brass instruments there is the
mechanical assistance of the mutes (the ordinary aluminum mute; the jazz mute,
with its kazoo effect; and the wha-wha mute, with or without use of the hand), not
to mention the unexpected elevation of the lowly derby hat to a position in the
artistic world.
The violin, however, has meanwhile descended from its old place as
orchestral cock of the walk. The single fiddle of the average jazz orchestra
supplies a high obligato on the E string, or occasionally takes the melody with a
soft saxophone counterpoint below. Patiently, strumming its persistent
background of chords without hope of recognition or reward, the banjo rarely
comes in for a solo passage. The piano is all things to all jazz-a percussion
instrument, a soloist, an embellisher. Used in pairs, as it frequently is now, it is as
important as the saxophone, though less showy when the whole orchestra is
playing. And the drums-snare drums, bass drums, and, in the larger orchestras,
tympani as well-yes, the drummer is the busy boy of the jazz orchestra.
Industrious as the other players are, most of them are mere corner loafers
compared to him. Not only must he be an expert at the instruments from which he
takes his name, but also master of the traps, which, according to Frank Patterson's
"Practical Instrumentation," include "blocks, bells, train-bells, sandpaper, baby
cry, sticks, chimes, tam-tam, India drum, Cocoanut, soft bells, cow bells, triangle
and suspended cymbal," not to forget that truly American instrument, the common
or garden fly-swatter, with which he brushes delicate rasps, like etherialized
sandpaper scraping, off the top of the snare drum.
The tendency in modern symphonic orchestration is all toward the
development of the woodwind, brass and percussion at the expense of the strings.
Consider the relative importance of the three as compared to the string band, first
in a Beethoven symphony and then in one of the larger works, say, of Stravinsky.
The jazz orchestrator, with practically no string color on his palette, in a few short
years has developed his art in a manner and to a degree that has called forth the
admiration of that same Stravinsky and the outspoken praise of so well-equipped a
modernist as Alfredo Casella, who bore public testimony in writing that the
American jazz men have invented effects that he and his colleagues never
dreamed of. Jazz orchestration meets the highest test of any art-the
accomplishment of large effects with small means. There is no better way to prove
this than by example."
The article analyzes an arrangement of Paul Whiteman (the complete
article is published by Pendragon Press as part of the "Jazz In Print) We
quote the last paragraph of the article as it continues to speak of jazz
orchestration:
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"Jazz orchestration, it thus appears, has become a genuine art. Unknown
seven or eight years ago, it has developed even more quickly than the aeroplane.
And whether or not jazz itself remains, the lessons to be learned from it will not
be forgotten by orchestrators of more serious music.
As for the serious development of jazz itself, there is no better way to
conclude than with a quotation showing the orchestrator's hand turned to scoring
the first successful attempt to raise jazz above the level of the dance hall and the
musical comedy stage. Gershwin's "Rhapsody in Blue." Here are the first
measures, as imagined for jazz orchestration by Grofe. Will anyone who heard
Ross Gorman play the solo clarinet forget the astonishment he created in the very
first measure when, half way up that seventeen-note run, he suddenly stopped
playing separate notes and slid for home on a long portamento that nobody knew
could be done on a clarinet? It's not in any of the books. Ross spent days and days
hunting round for a special reed that would allow him to do it. Days and days.
That's the spirit that has made jazz what it is. By the way, what is it?"
H. O. Osgood writes in the same article: "The Anatomy of Jazz," in
the April, 1926 American Mercury reflects on the old style orchestra of jazz
and the way of creating one. He states:
"The old style orchestra was with us for years in dance-hall and theatre,
hanging onto life with a grin persistency worthy of something better. What finally
brought about the present change, not only in the instrumental combination but in
the style of playing? Did the newer dances of stronger rhythm, impulse and
violence develop a new orchestration to accompany them, or did the change in the
orchestra promote the invention of the newer dances? The first complete modern
jazz combination I have been able to locate played in California in 1914, (the band
of Art Hickman).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 or 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.
There was no special scoring of jazz orchestra then. The combinations
were so many and varied that there was no demand for such orchestrations. Each
orchestra made its own arrangements, nor were these, as a rule, reduced to
manuscript. The system was to obtain a piano, violin, or song copy of the piece to
be performed and to learn it at rehearsal. The pianist played it through till the
others caught the tune and a general idea of the harmony, though the latter was not
important except for the pianist. Those instruments that did not play the melody
devoted themselves to free fantasias, either contrapuntal devices or obligati. All
this was arranged impromptu according to suggestions from the leader or to the
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players' own ideas. The piece was rehearsed over and over again, the
embellishments hit upon were tried out, remodeled and polished, and when it was
finally set it was not set at all, for, as Carl Engel said in an article some time ago,
"A good jazz band never plays the same piece twice in the same manner. Each
player must be...an originator as well as an interpreter, a wheel that turns hither
and thither on its own axis without disturbing the clockwork."
The system of improvised arrangements gave place to actual scoring.
Fredie Grofe was one of the great early jazz band arranger. Grofe, instead of
keeping everybody busy all the time (as was the custom in huddle system
orchestrations), he studied the possibilities of the various instruments for solo use
and worked out combinations of them to produce novel colors. Grofe made
scores, among the first jazz scores, from which fixed parts were copied out and
played, Grofe invented rhythmic surprises, he evolved the harmony chorus,
something entirely new. He gave the melody to the solo saxophone, supporting it
with sustained chords on the brass, played piano, the rhythm being indicated
lightly by the piano, the banjo, or merely by light drum taps. If the melody was to
be brought out more strongly it was allotted to the solo cornet, supported softly by
the saxophones and trombone. Everybody played from parts, the only variations
being the occasional impromptu embellishments of individual players, still the
grace of jazz.
The innovation caught on and every good orchestra included a staff of
arrangers.
The jazz arranger is now able to achieve unusual and extraordinary effects
because of the ability of musicians at his disposal. The tendency in modern
symphonic orchestration is all toward the development of the woodwind, brass
and percussion at the expense of the strings.
Having added another saxophone, Whiteman decided that the horn color
was too similar to that of the saxophone."
There is a very interesting article ("Jazzing Up the Symphony
Orchestra") in the July Chesterian of 1927 that speaks of the evolution of the
instruments of the orchestra and how they are used:
"For the last two centuries the strings have held supremacy, jealously
permitting but a few stray members of each woodwind and brass family to survive
the disrepute into which their timbres have fallen. Today musicians are not
satisfied with the mere samples of woodwind material provided, but tend toward a
more extensive usage of the virile specimens of oboe, clarinet, bassoon, trumpet
and trombone. Its vital energy has found an outlet and created a new movement in
an individual interpretation of that complied, commercial and made-to-order
music known as jazz. There is no doubt that the American jazz player has made a
decided contribution to the instrumental technique of to-day. The woodwind
section of to-day's orchestra presents an uncongenial conglomeration of colours,
tone volumes and shifting dynamics which often defy the composer's coordination instinct. The most anaphoric element of the modern orchestra is the
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percussion. Here the jazz bands have a great advantage in candidly using anything
that might give an illusion of life."
In the Sept. 10, 1927, Christian Science Monitor in an article (Musical
Hopes For Musical Comedy") about the jazz bands tone colors we read:
"There is no doubt that the experiments of the jazz band have induced
American composers, even when they use the "straight' orchestra, to give their
attention to possibilities of new color."
Poldowski, in the Chesterian of Sept. of 1927 in an article "The
Influence of Jazz” wrote:
"So many writers on musical subjects have put forward a theory as to the
influence of jazz on orchestration, composition, and on the new music, that it is
worth consideration from every angle."
In 1927 Francesco Berger sat in a West End (New Orleans) and heard
his first jazz band. He described it thusly:
"The jazz band played remarkably well, with exaggerated coloring, it must
e owned, but with tremendous spirit and 'go," accompanied by a perfectly
incongruous row, produced from a number of noise-emitting articles which cannot
be called musical instruments. Its members comprised a very clever pianist, a
clever violinist, two excellent banjoists, a concertina player, a cornet player, and a
"utility man" who performed on a side drum, a big drum cymbals, triangle,
tinkling hand-bell, a deep-toned large one, dinner gong, a rattle, a railway whistle,
a motor hooter, and a few more deafening things.
They play a tune which or may not be transatlantic, but is always of a
popular type, and they play it two or three times over, varying it occasionally by
ingenious floriture on piano or violin. And a remarkable feature of their
performance is the abrupt transition from noisiest fortissimo to softest pianissimo,
or vice versa, with very little, if any, intermediate crescendo or diminuendo.
During the soft parts the "utility man" is silent, and you begin to hope he has gone
home; but, with the first recurrence of a tutti he is back again, and, like a giant
refreshed by rest, resume his labors with redoubled energy. He appears to have
little respect for rhythm, but strikes, hits, blows bumps, rings, and bangs whenever
"he darned chooses."
One of the earliest descriptions of a jazz band is given in an article in
the Oct. 1928 Metronome, entitled "Some English Observations upon a First
Hearing of a Jazz Band Concert:
"It was one of the strongest and strangest experiences I have undergone in
an extended life, during which I have listened too much that was good, to more
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that was bad, and to most that was indifferent. It produced an impression that was
not quite pleasant, but not entirely unpleasant, a sort of comical mixture of both.
Not being a frequenter of American drinking bars, and never having tasted a real
American drink, I can only guess what a copious draught of one of their cunningly
concocted iced drinks would taste like on a swelteringly hot day. But I imagine
that I would produce on the palate sensations akin to those produced on the ear by
a jazz band. Pleasurable though staggering, making it difficult to recover one's
breath, defying analysis, repellent at the outset, but magnetically fascinating.
The "Go" and "Spirit" of the Band
This Jazz band played remarkably well, with exaggerated coloring, it must
be owned, but with tremendous spirit and "go," accompanied by a perfectly
incongruous row, produced from a number of noise-emitting articles which cannot
be called musical instruments. Its members comprised a very clever pianist, a
clever violinist, two excellent banjoists, a concertina player, a cornet player, and a
"utility man" who performed on a side drum, a big drum, cymbals, triangle, a
tinkling hand-bell, a deep-toned large one, dinner gong, a rattle, a railway whistle,
a motor hooter, and a few more deafening things.
They play a tune which may or may not be transatlantic, but is always of a
popular type, and they play it two or three times over, varying it occasionally by
ingenious fioriture on piano or violin. And a remarkable feature of their
performance is the abrupt transition from noisiest fortissimo to softest pianissimo,
or vice versa, with very little, if any intermediate crescendo or diminuendo.
During the soft parts the "utility man" is silent, and you begin to hope he has gone
home; but, with the first recurrence of a tutti he is back again, and, like a giant
refreshed by rest, resume his labors with redoubled energy. He appears to have
little respect for rhythm, but strikes, hits, blows, bumps, rings, and bangs
whenever "he darned chooses." Yet, a whatever his vagaries may have been
during a piece, however much he may appear to have "set up business on his
own," he is never being-hand nor before at the finish. And I noticed that the teadrinking audience applauded all the more when the Finale was the maddest of all
mad orgies or row. They would not feel they had been sufficiently "jazzed" if a
piece ended without a hurricane and a thunderbolt.
The unanimity of accord which, in spite of ear-splitting noise, this band is
able to maintain, is one of the marvels of it all. Not one of the players loses head,
not one of them is careless of his part, each is as conscientious a performer as
though playing a Concerto in Queen's Hall. And when after the final crash of a
piece, you look round for the debris, and are preparing to count the dead and
wounded on the ground, you find the players mentally, if not physically, as cool as
cucumbers, tuning their instruments for their next encounter or exchanging with
one another critical remarks on Puccini or Debussy. I fancy, by their smiles, that
they occasionally indulge in delicate stories from club land."
Excellence of the Ensemble

86

I am not certain whether this particular band is better than, or inferior to,
others now before the public, but I can scarcely imagine one that could excel it in
precision or coloring, or in noisy exuberance. When, on other occasions, I have
had cherished ideals shattered by novel experiences, it was the music or the
performer that thrilled and overpowered. But this Jazz business is quite foreign to
anything else, quite unique. The piano and violin music is full of prominent
accents an ensembled plaintive syncopations, the banjos, give to it a penetrating
buzzing accompaniment, and the eruptions from the "utility man" are so
unexpected, that the ensemble becomes a medley of recognizable and
unrecognizable rhythm, a blend of uncongenial elements, bewildering,
exasperating, and yet appealing. Your sensations are being "brushed by
machinery." Your familiar codes and laws are defied and upset. Your terra firma
is withdrawn. You are adrift on an unexplored ocean. The anchor of your
traditions, by which you held so reliantly, has failed you. Whether you will ever
reach sunlit meadows and shady groves, whether you will ever again safely tread
the highroads which your forefathers trod before you, is a question which only
Time, the inscrutable, can solve.
In the Sept., 1929 issue of Etude, in an article entitled "Jazz-whither
Bound" by G. B. Nevin we read:
"In its scoring and method of playing lies the glory of jazz." He gives a
definition of Jazz: "Jazz: a dance form plus a distinctive vehicle of expression, so
fully developed as to suggest already a state of fixation."
Also: in the P. F. L. Laubenstein article "Jazz: Debit & Credit" in the
1929 Music Quarterly he states:
"I) it is probable that, in consequence, the most significant contribution of
jazz to musical progress will be found in the field of orchestration.....The jazz
orchestra is a distinctive American evolution. 2) Exponents of a national school of
music should find some satisfaction in pointing to jazz as the first expression in
music of a sea-to-sea section of the American genius.
The future of jazz may to a considerable degree, be bound up with its
frankly experimental mood.
Interpretation of a Jazz Arrangement
"I'm A Jazz Vampire"
The interpretation of a 'jazz' arrangement was the biggest problem facing
the many dance orchestras in the twenties. Most of these dance orchestra
contained 'legit' musicians of good musical technique. They were used to playing
the dance music of the era - which included waltzes, cakewalks and rags of the
early 20th century. Understanding this problem and with the popularity of jazz the
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publishing companies (including the popular Clarence Williams Company)
worked to publish stock that would be playable by these 'legit' musicians who did
play steady tempos for their 'old fashion' dance music but could not 'solo' nor
improvise to the extent that was required for good jazz solos. We face the same
problem today. In playing the catalog of Basin Street Press many times the
musicians in these 'revival' bands are classical trained and it might be their first
attempt at playing jazz dance music.
The early cakewalks and rags are arranged with the ensemble playing tutti
with very few solos. Most of the time there is within today's revival orchestras
some musicians who can improvise.
As an example I will present the arrangement of "I'm a Jazz Vampire" an
arrangement available from Basin St. Press that was published originally in 1920.
The instrumentation includes: piano, bass, trap drums, alto & tenor saxophone,
violin, 2 cornets and trombone. Early arrangements included flute and clarinet
parts but of course no saxophones. The first saxophone parts published were in
the late teens of the 20th century. Many times we do have clarinets included
within the saxophone parts (doublings) and violin parts (which were later
excluded from the arrangements of the 20's.
One must decide if one wants to use flutes and violins with the 20's jazz
orchestra. The larger theater orchestras did use a large string section and even
French Horn and double reed instruments. While there is a 'set' instrumentation to
these arrangements many times the instruments used depended on which
musicians were available for a certain dance job. Personally I do not find any
reason not using the musicians available in a personal situation with our 'revival'
bands. Those belonging to the ensemble can be used by doubling another written
part of writing a part for a particular instrument. However, I would rather not use
saxophones, etc. in the early cakewalks and rags as they would dominate the tutti
sound of the ensemble.
Beginning with the piano, perhaps the instrument that is most important as
it fills in the harmony and the total sound of the ensemble. The pianist of the
ensemble probably is classically trained and will have no difficulty playing the
written parts. There are usually few solos for the piano and mostly the part is
played as written; only occasionally adding missing notes of the chord to fill in a
more complete chord. Being a pianist by training and a brass player by practice I
will play the piano part when our pianist might not be available for either a
performance or a rehearsal.
In "Vampire" the piano is an important part of the ensemble and certain
parts are necessary for the fullest sound and to double certain parts of the
ensemble. In the introduction (bars 1 to 4) I suggest the following: In bar 1: after
playing the first beat (a Bb chord whole note, using the pedal to sustain the chord),
play the bass figure with both hands, the left hand playing the figure an octave
lower; then jumping up to bar two and playing the Gb chord as written, then
playing the 3rd and 4th beat as written but being sure to play it accented. It is not
as much an echo effect but the arrangement does not fully orchestrate the last two
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beats with an adequate sound. In performing this part, as a conductor, I have never
heard these last two beats fully as I would like.
Beginning at A the piano plays the melody with the violin, alto saxophone
and the 1st cornet. With the 2nd cornet playing the lower harmony notes and the
tenor saxophone playing in inner harmony notes to fill out the triad. The bass
doubles the piano bass and the trombone sustains (in half notes) the root and fifth
of the chord. This motive in the intro in bars 1 and 2 is used as thematic material
in bars 19, 35 and 49.
At A the first motive is presented as a sort of verse. There is a transition in
bars 13 to 18. At 19 the intro motive is used and developed into the main theme
from bars 19 to 34 and repeated in the first four bars (from bars 35 to 38). It is
developed as a sort of 2nd ending extention to bar 41. From bar 41 to 46 we have
a transition using a single note in diversified rhythm leading into the intro theme
again in bar 42. From 43 to bar 47 this material is used for two bars (43 and 44)
and an extension of the quarter note motive is repeated three times to present the
closing few bars of the composition. This is not in the regular song form structure
and by its use of the intro motive we have a unifying motive repeated in various
forms three times.
After the first section (bars 5 to twelve the piano plays a rhythm style
except when the motive is returned and the piano plays the same part as in the
intro. The theme at A has some syncopation in bars 6-8 and 10. A few measure
have syncopation in the remaining measures of the song with the piano usually
playing the strict 4/4 rhythm with bass, chord, bass chord style or what is usually
called stride bass. The pianist should recognize the various accents given and the
dynamics especially in bars 15-18, in the left hand part of bars 21-22; bars 36. I
usually add a crescendo in bars 40 and 41. Dynamics and accents are important to
playing this composition in a jazz style.
The tenor saxophone usually is doubling the 2nd cornet or a harmony part
with the tenor plays the missing note of a triad (bars 5 to 12).While the melody at
bar 19 is taken by the 1st cornet, the tenor plays the intro motive which alternates
with sustained harmony parts until bar 27 where it has an interesting countermelody until it goes back, in bar 35 as it plays the intro motive again. The
conductor should play close attention to the saxophone parts in these early jazz
arrangements. The two saxophone arrangement has to be analyzed as to when it
plays the melody, a counterpoint or sustaining harmony. Many saxophone players,
experienced at playing saxophone band parts within a four or five sax ensemble
cannot approach these arrangements thinking their part is similar to big band
arrangements. Both the alto and tenor parts are combinations of doubling,
harmony and counter-melodies and must understand which he is playing at certain
parts of the arrangements.
The alto often doubles the melody, first in the 1st cornet part and
occasionally with the violin. At 43 it doubles the bass.
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Jazz Music in the 20's
(The text of the following was given as a speech in Oct. of 1995 for the
Gulf Coast Historic Society. There are music and visual aids given throughout the
speech and I have included them in this book and are available if ordered. Please
see end of book for details.)
BACKGROUND
(Play 'Everybody's Talkin' 'Bout Sam' as example of pre 20's sound)
Everybody's talkin' 'bout Sammy now
Even though he ain't 'round no mo'.
Yes everybody's talkin' 'bout the Morgan Band
Just like they did in the far off long ago.
Oh when it came to playing jazz like it outa be played
Sam was the boss and master yes of all he surveyed
That's why everybody's talkin' 'bout the Morgan Band
And is still talkin' 'bout it today.
Yes everybody's ravin' 'bout the Morgan Band
And the reason why I think you all should know
It had a drive beat and swing that was the talk of the town
And these all stars of jazz made it so.
There was big Jim (Robinson) and Little Jim (Sidney Brown) Isaiah
(Morgan) and Earl (Fourche), George Guesnon, Roy Evans and Andrew
Morgan, a pearl
That's why everybody raves 'bout the Morgan Band
From Bogalusa to the Alabamy shore.
Yes everybody's talkin' 'bout Sammy now
Even though he ain't 'round no mo'.
And in his own words I'll tell you what Sammy said
In the far off long ago
He said he went all around the natural town
He never found nobody for to run him down
That's why everybody talk 'bout Sammy then
And they still talkin' 'bout him now.
******slide - What Is Jazz?

F

rom its beginnings, jazz was a way of playing dance music; not
improvising solos but ensemble music; not listening music but music for dancing;
not a composer's or arranger's media but a musician's/performer's oriented media.
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Early jazz groups did work out arrangements. Early jazz was less spontaneously
improvised than has been previously thought. The art of soloing is found more
frequently in the Chicago era (1922 on) than the southern New Orleans era of jazz
evolution. The word "evolution" best describes jazz's development and progress
than invention (as Jelly Roll Morton once asserted), or any conscious endeavor to
develop a new art form. The need for dance musicians was the main reason jazz
style evolved as it did; that is, the need to provide music for the main social
activity of the turn of the century American - Dancing.
Dancing, during jazz's evolution (1900's) WAS the primary social grace. It
is in the dance that we will discover the evolution of the jazz style that eventually
will lead us to the jazz music of the 20's. During this era there were 'legit' reading
dance bands found all over America; in the smallest hamlet to the larger cities.
New Orleans, a city that was noted for its festive and jovial atmosphere, was the
womb that carried the young child - jazz. The law of supply and demand was in
effect. Numerous social activities (especially dancing), required live music. Social
tradition demanded: 1)town bands to played for various social activities; 2) piano
talent - many times young woman; 3) and all types of instrumental ensembles to
play for dancing and for all public events.
******slide - Jack Laine - brass band
Armstrong remarked that as many as 60 bands played at the lake front each
weekend. If you were a musician in New Orleans - on the weekend - you were
either playing at the lakefront or on an advertising wagon playing through the
streets of New Orleans.
*****slide -lakefront - A. J. Piron-Tranchina's
Jazz Musician's Rise to #1

In the Beginning.
Early jazz history is part fact and part legend. Early writers did recognize
that a new musical style was evolving but many lacked musical expertise to
examine and analyze jazz's contents in scholarly prose. One of the first to fully
realize the emerging of a new style were European tourists visiting New Orleans
and European classical composers. Their involvement assured that jazz would
be the most influential style of the twentieth century. But, old legends die hard and
many times are resurrected and never fully stay dead. Buddy Bolden is
symbolically noted as the first jazz musician. I don't believe he was the only one
playing in a new musical style that fostered jazz, but he was one of many
attempting to play dance music without the skills of a trained musician. Seldom is
a single person responsible for an evolving art style. A school of artists taking part
in a musical revolution promote a new style. Many individuals claim credit for
having an influence on a new developing style. Even a giant musical figure as
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Beethoven had his influences. Many times it is the one with the best PR./manager
that receives his due above others that shared the endeavor. People who were
Bolden's peers mention his name as an outstanding early "ragtime" player as well
as first being a good dance musician. These early interviews are not to be taken as
a complete overview of the New Orleans musical scene but only a small segment
of the dance scene in all of New Orleans which included the Vieux Carre (the old
quarter -French Quarter) and the various wards of the city that contained both
black, white and Creole neighborhoods bordering each other, permitting
interchange between musicians of all races - including the Latin or Mexican
contingent of New Orleans. Similar developments were occurring in all sections
of the city's dance scene. What was described in some early jazz books and
interviews was one of the styles of dance music that evolved in the complex and
diversified dance music scene of the city. Many New Orleans orchestras were
'legit' reading dance orchestras They were copied and imitated by the less
musically educated dance bands who had a desire to furnish dance music and 'cash
in' on the demand for live music for all functions. Creoles of color and culturally
minded whites were usually musically well-educated while the blacks and
working class whites became the beneficiaries of listening opportunities. The
development of a group's ability to 'play by ear' or spell (reading music very
slowly) is still in effect in present day New Orleans.
Much of the music of the 20's, using Jerome Kern as an example, progress
in the bridge to far away keys from the prime one. (Smoke Gets in Your Eyes,
Way you look tonight, The Song is You, - Play song with bridge pointed out)
The most popular dance of New Orleans dancing public was the quadrille a composition that usually required excellent musicianship, especially technique
wise. All dance bands were asked and expected to be able to play quadrilles as
well as all the dances of this era. We know Bolden's band did.
Play tape of quadrille "The Black Queen" - 3:25
(2 songs) Soft-turn up volume
We have dance cards that list the dance program played by the orchestras
of the era. By examining the repertoire we can see the progress and the insertion
of the new dances that were evolving.
(Show chart on popular dances)
Polite society demanded the currently popular dance styles as did others
segments of society, even though certain musical repertoire were directed to
ethnic characteristics and traditions. In New Orleans, Bolden's band had to play
the same basic repertoire as the Sam Morgan Band or the John Robichaux 'legit'
band when playing for a social function outside his ethnic activities. The Banner
Band of New Iberia, featuring Bunk Johnson was another band that was popular.
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******slide - Banner Band
Another popular New Orleans band that did travel to the near by towns of
the South and the Gulf Coast was the Sam Morgan band, perhaps one of the best
examples of pre 20's and 20's music. Morgan's band was both a reading and
'faking' band and the sound it achieved points the way to a fuller, less polyphonic
sound that was evolving in the early teens and 20's. One can hear the search for a
more united tutti sound that was to be the norm in the 20's. Even Armstrong left
Oliver to play with the Fletcher Henderson band in New York in the middle 20's.
The sound of the Morgan band illustrates this evolution to a full big band sound.
******slide - Henderson Band
******slide - Armstrong Band of 30's
(Play Mobile Stomp - 1:05 (loud-turn down volume)
The jazz music of New Orleans spread quickly but was, from the
beginning, being heard throughout the Gulf Coast. From the Evan Thomas' Band
that traveled to Galveston, to Papa Celestin's Band playing in Gulfport, to Buddy
Petit's trip to Pensacola where he heard Saddie Goodson, to points East, West and
North, New Orleans bands traveled to play for all types of events.
******slide - Big Bands - panel of Jazz Museum

Jazz Elements
The popularity of dancing and the need for large numbers of dance bands; the
popularity of vaudeville, with its national exposure; the use of early phonograph
jazz records (used mostly for home party/dances), all of the above began
spreading this new way to perform dance music. The 'legit' dance bands of
America and the world began to get demands for these new dances styles and to
play the music necessary to accompany these new dances. These new dances were
being introduced with great frequency. Dance bands needed to expand their
repertoire. Thus the need for written jazz elements; thus the appearance of dance
stocks arranged with a jazz feeling so that the 'legit' dance bands across the
country could begin to play the jazz style. Jazz became the popular music of the
land. This demand for new dances accompanied by a jazz style presented legit
musicians with new rhythms and new instrumental techniques. This brought us to
the jazz era, the music of the 20's mostly being written down jazz and prearranged elements.
In the 20's, as jazz continued to progress, it gained acceptance of many
from the classical music community (not without a big fight and many
controversies as to either the benefit or demise of the moral character of America's
youth).Jazz was especially popular within the European classical scene. There was
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great controversy as to jazz's value to music with the newspapers and magazines
publishing a running commentary and arguments - both debit and credit.
(Mention Anthology and that much of the material being presented tonight
are quoted directly from articles appearing in these publications from the end of
the Civil War to 1930. 1500 pages and over 600 articles are contained in the
Anthology)
The articles quoted, written by music critics and others, were published as
jazz was evolving and as such are much more credible than ones written 50 or 60
years later. They give us a running account of jazz as it was evolving and give us
an 'on the spot' report of an event such as the famous Gershwin/Whiteman
concert. Accounts of this important event are given by the music critics the next
morning. They analyzed and pointed out the elements of jazz and its unusual and
unique style - very new to the total music scene. It is these jazz elements we read
about in the articles written on the jazz of the 20's, elements we find later in the
music of Milhaud, Ravel, Copeland, Gershwin and an endless list of the most
respected composers of the early 20th century.
Jazz gained national exposure and recognition beginning with ragtime, a
music that emphasized syncopated rhythms. Jazz had to overcome its 'early'
performance standards. While vaudeville
****** Slide - Vaudeville
Vaudeville did propagate jazz. Jazz was presented as entertainment and for
comic appeal.
(Livery Stable Blues record) - :35
Upon hearing a jazz band one critic stated jazz was: "a variety of hilarious
effects .... trombone, and saxes extremely comical result." There was occurring a
musical revolution, one that changed the musical scene of the world and one that
continues to be felt today.

20's Music
The major seven ingredients of the 20's music that made it different and
revolutionary are:(to be elaborated later in speech with musical examples)
1) Instrumentation - both kind and combination of instruments.
2) The evolving of the trap set of drums, rhythms and syncopation.
We find no retards, drastic changes of dynamics or small nuances. In the
new dance music, the emphasize is on steady rhythm. Also on the abundance of
percussion equipment.
3) Prominence of jazz arrangers (Grofe)
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4) High standard of musicianship (Gorman, Bell, etc.)
5) The orchestration - Center shifts to a new family of instruments: from
strings to woodwinds, mostly the sax, and use of new instrumental combinations
never before heard (classical orchestra still traditional orchestration although
expanded with Ravel (a great jazz enthusiast), Berlioz and others. The jazz
orchestra became a big influence on the classical orchestra).
6) Special effects - sliding trombones, mutes, fingering of violins, etc.
(Clarence Williams. - Shootin A Pistol - 1927) - :15 (mute &
flute/tuba) - two cuts
(Orchestra - Henderson - Prince of Wails-1924-clarinet section) - :30
(Copenhagen - mutes, special effects, trombone) - 1:00
7) Harmony and color. (I will elaborate on this one)
We read; "In place of the noisy effects of music jazzed, we are now
coming to the day of 'colored' effects." By 'colored effects' we mean the treatment
of a theme in many keys, many accents, many instrumental ways and in many
combinations. The day of playing a popular number is one key is passing very
rapidly. The jazz arrangements are full of key changes. In an Isham Jones
arrangement of "To a Wild Rose" by MacDowell the arrangement begins in six
sharps, modulates into the key of D flat, then a half-tone modulation in each of
eight succeeding measures followed by sixteen measures in the key of G, after
which we get another eight measures of modulations through four distinct keys
and into sixteen measures in the key of F. This is ended by sixteen measures in the
key of G flat. The number is full of double sharps, double flats, enharmonics,
unnatural accents, weird effects, odd accompaniments, abrupt cadences, unusual
progression, the combination of which taxes the skill of these very competent
musicians.
(Play "Don't Blame Me')
There was a great demand for jazz in the 20's and a large amount of jazz
arranged music was published. Clarence Williams, a New Orleans
musician/arranger/composer brought to the music scene an arranged jazz music to
meet the demand for the authentic New Orleans sounding music. Williams
published arrangements (by Redman, William Grant Still and others)
were more refined and he was able to produce the authentic jazz sound that was
demanded. With trained musicians playing them, the arranger could raise musical
standards and even demand more technique that could only be met by additional
rehearsals, more capable musicians and improvement in instrumental
manufacturing
(Williams-Shake em up-1927-big band but like combo) - :15
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The 20's were known as the Jazz Age, a distinction well warranted. Jazz
was the popular music of the 20's. During the 20's jazz was evolving into an art
form, perhaps becoming the most influential musical style of the 20th century.
******slide - Stan Kenton
At the same time, jazz progressed to a skill level never to be equaled,
except perhaps the level reached by Stan Kenton's achievements. This fact is
reflected in the statements of no less a figure in the classical composer’s field than
Darius Milhaud composer of what is considered the first use of jazz in a major
classical composition. "La Creation du Monde" (the History of the World) in
1923.
(Play small portion of La Creation du Monde of Milhaud) - 1:40
(three cuts)
Milhaud states:
"The strength of the jazz band lies in the thorough going novelty of its
technique. Since we first heard jazz in Europe a distinct evolution has taken place.
In the beginning it was a veritable cataract of tone.
******slide - 5 piece combo
Then we began to appreciate once more the value of the melodic element.
Then came the period of the 'blues' very simple melodies - bare so to speak which were carried by a clear sharp rhythm with percussion instruments, scarcely
noticeable, almost intimate. Then came the transition from the almost mechanical
effects like the Paul Whiteman's steel percussion at the Palais Royal in New York
and then the fine, almost elusive, almost too gripping tones of the Hotel
Brunswick in Boston.
They have brought us absolutely new elements of tone and rhythm of
which they are perfect masters.
******slide - Orchestra of 20's
These magnificent orchestras need a concert repertoire. In harmony,
too, there is a marked development for though originally the jazz band repertoire
was of dance music alone, today it is following the same curve as the rest of
contemporary harmony. There can be no doubt that in a few years polytonal and
atonal harmonies will prevail in the dances that will follow the shimmies of 1920.
Today we find minor and major chords side by side. The instruments of
the best jazz orchestras have injected a new life into the music. There is no
question in our mind that this new art of instrumentation will affect the writers of
symphonic music and the personnel of symphony orchestras all over the world."
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******slide - saxes & tuba of 20's orchestra
Milhaud became a prophet. He was a student of jazz and understood its
influence. He composed using jazz elements and wrote about the characteristics of
jazz. In one article Milhaud list 7 characteristics of jazz in the 20's: (I will
elaborate on each of these.)
1) Syncopation in rhythm and melody - (a jazz band in 1918) "It came
almost like a cart of terror, like a sudden awakening this shattering storm of
rhythm." The most important element of jazz is rhythm. Syncopation was used
earlier than the 14th century but was never used as often and consistently as it
was used in ragtime and jazz. Brahms, famous for his use of syncopation used it
sparingly.
(Jingle-1927-Syncopation section work & breaks) - :20
(Next song directly after this one)
2) Introduction of percussion instruments (He is referring to the traps
and other accessories - mention clothes line of pie plates, boat whistles, etc.- used
by percussionist) We read; "Jazz is composed of rhythm, melody and a certain
modicum of contrapuntal inner voices, but the greatest of these is rhythm, the real
secret of jazz. The howitzers of the jazz band's artillery are stationed in the
"traps." It was the trap drummer who first broke loose from the old-time practice
of holding strictly and religiously to the printed music sheet. He began to
syncopate on snare drum." Maybe this creativity lead to the statement: "What do
you call someone who hangs out with musicians?" Answer: "A drummer."
3) New instrumental techniques and unusual instruments - The
employment of piano, in a quasi orchestral setting, along with drums and
percussion, and banjo.
As to the banjo we read: "The banjo is of particular importance for
coloring and as a means of bringing out the rhythm, and with a very special
quality which is peculiar to the orchestra (jazz orchestra), owing to the unheard of
virtuosity of the players of their power of expression." The banjo, being louder
was used instead of the guitar. This volume was addressed by the question:
"What's the difference between a banjo and a South American Macaw?" Answer:
"One is loud and obnoxious, the other a South American bird."
(Continuing quotes about the banjo): "The banjo has been found
particularly useful in recording dance music as it serves to make the rhythm in
place of the drums, which do not record effectively.
As to the piano: "The most important man in a dance orchestra is the
pianist. The piano should be present if an orchestra has less than 12-14 members.
It is the best means for increasing the volume and adds completeness to a small
orchestra, taking the place of a cello, 2 violins and viola. The piano is an orchestra
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in itself, and furnishes a wonderful backing in a small orchestra and is the best
means for increasing the volume, and adding to the completeness of a small
orchestra."
Another article states: "The most important man in a dance orchestra is the
pianist, for a good one can hold up the whole orchestra, regardless of its size.
Good pianists who know 'the trick of the trade' are therefore in great demand."
4) Increased importance of sax and trombone with their ability to add
tone color and special effects such as a glissando (a favorite), and the bending of
pitches which both the saxophone and trombone are capable of executing.
About the sax we read: "The sax has brought about a change in the
instrumentation of music quite as thorough as that brought about by the violin
family of instruments 300 years ago. One can remember when the majority of
dance orchestras consisted of piano, violin and cornet, with a clarinet or bass
added on special occasions. But the principle lesson we learned, as the jazz artist
inspired us to look for new tone colors and effects that might be adapted to highclass dance music, was the use of the saxophone."
******Slide - Soprano saxes
The saxophone was a difficult instrument to control and play in tune. In
one year Buescher sold over a million saxophones. The saxophone was also the
brunt of many a joke such as: "What's the difference between a chain-saw and a
saxophone?" Answer: Vibrato.
As to the trombone, we have a quote by none other than the famous
march composer Henry Fillmore, who also wrote and arranged jazz in the 20's. In
his trombone book on jazz trombone he states: "The jazz effect in music is
supplied by the humorous qualities of the instruments. The trombone because of
its slurring possibilities may be called the premier jazz producer."
We would be amiss if we didn't mention the great trombonist Arthur
Pryor. Pryor not only played concert music for the Sousa Band but also led a
dance band, writing and publishing a number of arrangements for the jazz band, in
which the trombone was a prominent source for special effects.
(Play 'Coon Band Contest') - :30
We also read of the demand for trombone players for jazz bands and that
"this demand has not only made it difficult to keep them in symphony orchestras,
but it is destroying their artistic efficiency." I might add: but not their pocket
books as wages could be as high as $125 a week, much more than a symphony
man would make in a month and a great salary for the times.
Trombonists also were the brunt of jokes and called "a syringe: "What's
the difference between a dead snake in the road and a dead trombone player in the
road?" Answer: "The skid marks before the snake."
5) Use of mutes, portamento and vibrato:
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Early jazz sounds - 1919: "One of the strongest and strangest experience pleasurable though staggering - making it difficult to recover one's breath, defying
analysis, repellent at the outset, but magnetically fascinating. They play a tune 3 or
4 times, varying it occasionally by ingenious floriture, excelling in precision of
ensemble, in extra vagrant coloring or in noisy exuberance.
6) Clarinet shrill tone and strength - many runs and tone changes. Make
up of orchestra - well-trained jazz musicians from classical orchestra. It was Ross
Gorman's idea to execute the famous slide at the beginning of the Rhapsody in
Blue, not Gershwin's. The clarinet now took a secondary role in the jazz orchestra,
supplementing the family of saxophones for tonal colors.
7) Special technique of violin employing broadest of vibratos and very
slowest glissando. The violin was an important instrument in early jazz and the
ensemble known as the string band was as important an ensemble for jazz
evolution as the brass band. Musical organizations were capable and set up to
furnish music for parades, using the brass band, and for dances, using the string
group.
One piece that exemplifies musical technique and jazz styles including a
slap bass and other special effects is the Ellington recording of 'Hot and
Bothered." New Orleans musicians Barney Bigard and William Braud are playing
in the Ellington Band during this recording.
Ellington 'Hot & Bothered-1923 - 1:30
(Tight section work, good technique, mutes talking)

Orchestration/Arranging
Percy Grainger discussing the jazz of the 20's stated:
"If jazz had done nothing more than to break down certain old orchestral
jail wails, it would be justified. It is in the instrumentation of the modern jazz
orchestra that the musician is principally interested....To me it represents an
advance in instrumentation only to be compared in extent with that which
occurred in another line between the instrumentation of Beethoven and the
instrumentation of Wagner. It has opened up glorious instrumental possibilities.
We should mention at this time the statement that is heard frequently by
critics and arrangers of the era:
"It should be remembered that the jazz band is not a band, nor is it
an orchestra, it is a sort of combination of both.
*****Slide - Tommy Dorsey
European concept before jazz orchestras - example;
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"Orchestra? "Said the German musician, "I do not see any. All I see are a
few fellows playing together. European popular orchestras are at least 24 men and
up."
American Theater Manager: "Musician's pay in U.S. 3 times that of
European musicians - 8 men in American popular orchestra."
Instrumentation the key factor - fuller, richer, more varied potential of
combined sonorities. The 12 men of the Whiteman Orchestra have a range of 40
instruments."

Phenomenon of Jazz
"Unusual instrumentation and the manner of playing them are not found
in the music. The grotesque and burlesque 'effects' on the saxophone, trombone,
clarinet and other instruments, the unusual combination of tone-qualities, and the
invention thereby of new and un-heard of effects, I consider to be the most
distinctive feature of the phenomenon of jazz in the 20's."
"In its scoring and method of playing lies the glory of jazz. The most
significant contribution of jazz to musical progress will be found in the field of
orchestration. The jazz orchestra is a distinct American evolution."
******slide - 6 men, 100 instrs.
(Play 'New Orleans Stomp' as example of a published New Orleans
song.)
1924 - :40

Arranger

Jazz was, at the beginning, a performer's art but in the 20's it becomes an
arranger's art. We read in Harper's - 1926:
"The man who arranges jazz music for dance orchestras (Sic: like the
Symphony's Conductor rise to star status), is rapidly becoming in jazz fields, even
more important than the composer. It is the arranger who provides life, color and
contrasts and lively dissonances and blast of indigo harmony and contrapuntal
runs. The days of playing by ear are rapidly passing. The great demand for jazz
music forced composers and arrangers to write and score for this new kind of an
orchestra, and this made it possible not only to write and select the proper and
correct harmony but, to create new and extremely pleasing effects through the new
use of instruments and instrumentation."
The jazz orchestra is the only typically American arrangement of
instruments that has ever been made. Never before has the combination of
saxophone, brass, piano, banjo, drums and a little string been tried."
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Frede Grofe

Perhaps the greatest and most influential jazz arranger was Frede Grofe.
Grofe wrote musical scores, among the first jazz scores from which fixed parts
were copied out and played. He invented rhythmic surprises and evolved the
harmony chorus - something entirely new.
By 1926, jazz has reached its zenith and is the main style for musical
expression. The development of jazz is not in the hands of the composer nor the
performer but with the musical directors and orchestrators. It is a wind orchestra
supplemented by strings instead of the reverse. The saxophone is king of the jazz
orchestra.
Many feel that jazz is not jazz if it is written down. The only possible jazz
element akin to this line of thinking would be in the style in which one plays with
a jazz feeling (example: an opera singer performing a jazz song - Eva Gauthier,
one of the earliest classical performers to add jazz songs to a formal classical
concert-1923). The jazz feeling is what is significant. As another example we read
of an attempt of the French Garde Rupublicain Band to play a jazz score
performed by the James Reese Europe Band. Europe remarked: "After the concert
was over the leader of the band of the Garde Rupublicain came over and asked me
for the score of one of the jazz compositions we had played. He said he wanted his
band to play it. I gave it to him, and the next day he again came to see me. He
explained that he couldn't seem to get the effects I got, and asked me to go to a
rehearsal. I went with him. The great band played the composition superbly - but
he was right, the jazz effects were missing. I took an instrument and showed him
how it could be done, and he told me that his own musicians felt sure that my
band used special instruments. Indeed, some of them afterward attending one of
my rehearsals, did not believe what I had said until after they had examined the
instruments used by my men."
Jazz improvising can be taught. Talent and creativity is valuable as to
how well you might have to become to be a 'good' jazz performer. Bach
improvised variations and 4 part fugues. The classical set of variations are written
down, worked out choruses.
Early jazz was worked out - The ODJB rehearsed: "Rehearsals 5 or more
times a week for two hour periods and sometimes longer - music rehearsed time
after time." Can one imagine a band playing the musical arrangements we have
heard this evening without a rehearsal, or to sight read one of those arrangements.
(Examine the parts from "Livery Stable Blues)
Early jazz had clichés. (Tin Roof Blues a Buddy Petit riff) Jazz performers
had their own individual breaks (seldom used in early jazz) and worked out
collective improvisations. Improvised parts were inserted when a musician
couldn't hear his part after listening to legit dance bands or piano parts played -
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repertoire limited when playing by ear, both by the listening necessary before
playing a song and the large amount of printed music available to reading bands.
This new, technical music and harmony hard to hear and play by ear.

Experiment Trying to Get Authentic New Orleans Style

D

on Redman in New Orleans - listening to 'Kid" Rena's band, Sam
Morgan's Band and other New Orleans bands Redman was impressed by the
sound they produced with only 7 pieces.
Other changing of instrumentation: dropout of flute, violin (viola, cello)
and other theater orchestral instruments; changing of emphasize on strings to
saxophone - orchestra evolving in the 20's as it gradually changed from one
saxophone to four and finally 5 sax sections and the use of the complete line of
saxophones - from soprano to contra-bass sax.
In just a few years jazz had advanced from the drum and clapper stage to
contrapuntal, symphonic treatment. We now find that jazz is in a riot of tonecolors, rhythms, fantasies, accents and counterpoint with the post-jazz directors,
arrangers and composers moving confidently and firmly. The arrangers mobilized
the most enterprising and venturesome American musical spirits in a great selfreliant forward movement.
Talking about the jazz of the 20's without mentioning the most popular
and influential names would be remise of me.
Slide - Bix's cornet
Certainly the names of Paul Whiteman, Vincent Lopez and "Bix", while
they need no introduction to jazz history scholars, are no longer household names.
As famous and popular as the Beatles in our day, the musicians of the 20's were
the popular music of the land and the heights reached in this era may never again
be equaled. Musical standards reached a zenith in popular music. When one hears
the famous Wolverine Band with Bix Biederbecke and the same piece by the
ODJB -from a 20's jazz band to the music played using the stock that was
published for dance orchestras of the 20's, one can hear not only the advancement
in recording but the jazz style when playing a jazz arrangement.
(Play Fidgety Feet by Bix and the Wolverines-1923) - :18
(ODJB War Cloud-1918) - :40
Most big bands of the era had jazz soloists (Paul Whiteman had Bix) and
most arrangers left space for outstanding jazz solos. The era, while noted for its
tutti ensemble work, still maintained the opportunity for the progress of solos,
although in the latter 20's the ensemble sound and the arranger were 'top dogs.'
Not until the Bebop era did the soloist re-emerge to the front of jazz evolution.
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The Georgia Melodians were a group assembled by the Edison Recording
Company in 1924 and recorded as a studio band for only two years. Listen to the
precision and ensemble work. It must have taken hours or days to produce such a
tight ensemble sound. This then was the 'new' jazz, the worked out, arranged,
rehearsed, written down and perfected sound of jazz of the 20's.
Georgia Melodians-Charley-1924 - 3:45
(Note: tightness, arrangement, rehearsal time needs; listen to: endings
of phrases-together, unusual sounds, long way from free improvised
arrangements of early 20's)
During the twenties, not only on the Gulf Coast, but throughout the world,
written jazz arrangements have become the norm and are responsible for the
direction and progress of jazz and the high standards of musicianship and
popularity of jazz as it became
******slide - Big Band poster
THE popular music of the world. We do need more research into the
musical history of the Gulf Coast and the other cities in the U.S. I have completed
research on most Louisiana cities and have begun to research cities further up the
Mississippi River (Natchez, Memphis) and Mississippi towns along the Gulf
Coast such as Biloxi, Mobile, etc. Help is needed to research cities that do have
copies of newspapers of the 20th century. They are the best resource for
information.
In closing: jazz music becomes an art form in the 20's, raising the standard
of popular music and musicianship. One needs only compare the music of the 20's
with the present day popular music scene. Plato once said that you judge a nation's
society and its values by the acceptance of its arts. In the 20's, the level of the arts,
especially jazz, was at an all time high.
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MUSIC (CASETTE RECORDINGS FOR LECTURE)
Sam Morgan - Everybody's talkin 'bout Sam-pre20's - 3:25
Black Queen Quadrille-1899 - 2:50
Mobile Stomp-pre 20's - 1:05
Barnyard Blues-1919 - :35
Shootin' a Pistol- Cl. Wms-1927 - :15
Prince of Wails - F. Henderson-1924 - :30
Copenhagen - F. Henderson-1924 - :35 & :25
Shake 'em Up - Cl. Wms.-1927 - :15
The Creation of the World-Milhaud-1923 - 1:40
Jingle-Cl. Wms.-1927 - :20
Coon Band Contest-Pryor-1899 - :30
Hot & Bothered-Ellington-1923 - 1:30
New Orleans Stomp-Armstrong-1924 - :40
Fidgety Feet-Bix-1923 - :18
War Cloud-ODJB-1919 - :40
Charley-Georgia Melodians-1924 - 3:45
A tape and 35mm slides are available at a price of $15.00.
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EVA GAUTHIER
"Miss Gauthier was the first to introduce jazz in the serious program."
(Musical Observer, June, 1923)
"Jazz began to break into society last season. One Pioneer was Eva
Gauthier (Independent, Jan. 3, 1925)
“Today we accept concerts that present jazz as an accepted art form.
Jazz has developed from its beginning as dance music, to the most influential
music of the 20th century. This was not always true. In 1923, jazz was
maturing, a sort of teenager reaching for adulthood. The potential of jazz
was seen by many as an important development in American music. This
realization was shared by French composers Maurice Ravel, Darius Milhaud
and others as well as a group of American musicians: Paul Whiteman,
Vincent Lopez, George Gershwin and Eva Gauthier, and music critics Seldes,
Van Vechten and Deems Taylor. Most of these names are recognizable except
for Eva Gauthier. It is time that she is recognized as an important figure in
the popularity and legitimizing of jazz by her presentation of jazz in her
recital program and recognizing jazz as a serious art form.
It was early November in New York City, a Thursday night that must
have had a chill in the air, that an unsuspected audience attended a recital of
singer Eva Gauthier, a French-Canadian by birth, expecting to hear a
concert of classical songs, a program that would present music from Byrd to
Hindemith. Gauthier was a prominent concert artist of world renown. She
had began preparing a concert in the spring of 1923 and mentioned to critic
Carl Van Vechten that she welcomed suggestions to her autumn program.
Van Vechten answered: "Why not a group of American songs?" Gauthier
reaction was betrayed by her face that showed a lack of interest. It was a
different attitude upon returning to the United States after a concert tour of
Europe. She had occasion to sit and talk to Maurice Ravel. Ravel had offered
the same advice as to including some American jazz on her recital program.
Thus the idea began and brought to fruition in the form of a portion
of her recital program devoted to American popular jazz songs. She asked
Van Vechten to recommend a pianist to accompany her in presenting the jazz
portion of her recital. Van Vechten writes; "But one name fell from my lips,
that of George Gershwin, whose compositions I admired and with whose skill
as a pianist I was acquainted. The experiment was eventually made."
The Jazz Portion of the Program
Alexander's Ragtime Band Berlin
The Siren's Song
Kern
Carolina in the Morning
Donaldson
I'll Build a Stairway to Paradise
Gershwin
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Innocent Ingenue Baby
Swanee
Encore
Do It Again

Gershwin/Daly
Gershwin
Gershwin

The portion of the program that these songs were presented in was
described by a critic in the December, 1923 issue of the Sheet Music News:
"A pause. The singer reappeared, followed by a tall, black-haired young
man who was far from possessing the icy aplomb of those to whom playing on the
platform of Aeolian is an old story. He had under his arm a small bundle of sheet
music with lurid red and black and yellow covers. The audience began to exhibit
signs of relaxation. This promised to be amusing."
Thus was presented the first jazz on a serious classical recital
program.
An immediate controversy followed, both pro and con. We find in the
Musical Digest of Nov. 6, 1923 a review written less than a week following the
concert. It states the opinions of many of the newspapers of New York that
reviewed the concert:
"EVA GAUTHIER. Jazz invaded the concert hall last Thursday night
when Eva Gauthier gave her annual New York song recital in Aeolian Hall. In a
program which began with Belini, Byrd and Purcell and jumped to Hindemith,
Bartok, Schoenberg, Bliss and Milhaud, Mme. Gauthier inserted a group of songs
culled from the fields of musical comedy; Alexander's Rag Time Band of Irving
Berlin, Kern's Siren's Songs, Donaldson's Carolina, Gershwin's Swannee and I'll
Build a Stairway to Paradise and Gershwin's and Daly's Innocent Ingenue Baby.
The jazz, according to Deems Taylor of the World, "to be vulgar about it,
stopped the show" and "incidentally revealed a hitherto unsuspected unction and
histrionic skill" in the singer. The Hindemith songs did "not seem very important."
Mr. Colles of the Times feels that jazz's home is not the concert room, that
any "singer of the variety stage could give Mme. Gauthier lessons in how to put
that sort of thing across to the audience." but that "outside of the American group
Mme. Gauthier's skill and versatility deserve all praise." The Herald finds her
voice "not remarkable for purity of tone or finish," but "flexible" and of "clarity"
of diction.
Lawrence Bilman writes in the Tribune of the jazz songs: "Viewed simply
as music for voice and piano, it seemed to us that they came off rather badly. We
know on only one way of forming as estimate of the value of a piece of music, and
that is by a consideration of the distinction, force and originality of its melodic,
harmonic and rhythmic elements. Viewed in this light, Mme. Gauthier’s American
exhibit left us singularly unkindled. The rhythmic gusto of this music is its
obviously distinguishing trait. But musical man cannot live by rhythm alone; and
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melodically and harmonically these songs are appallingly trite, relaxed and
freely." The Sun found the group monotonous.
The leading music magazines (of which there were quite a few in those
days) had articles on the concert in their next issue. Only about a little over a week
after the publication "Musical America,'" in its Nov. 10th issue included a lengthy
article on the concert:
"It was bound to happen. Sooner or later ragtime, or jazz-the pure stuff of
Tin Pan Alley-was destined to make its way into the hallowed concert hall. Eva
Gauthier, who loves a plunge against the icy current of musical convention, had
the proper amount of conviction and the marriage to "do it now," with the result
that her recital program at Aeolian Hall on the evening of Nov. 1 had an
"American" group by Messrs. Berlin, Kern, Donaldson, Gershwin, et al. A very
large and expectant audience waited anxiously for this particular group, and
getting it seemed vastly gratified. But all in its proper place.
Mme. Gauthier's program was interesting from first until well toward the
last. It was a "recital of ancient and modern music for voice," and in the toolimited ancient section were some utterly delightful pieces by Vincenzo Bellini,
Perucchini, Purcell and Byrd. A "Cradle Song" by Byrd was an exquisitely carved
a melodic cameo as the ear could ask. A second section brought modern
Hungarian and German songs, the first by Bela Bartok, the second by Paul
Hindemith. Bartok would appear, on the evidence offered, to have something
powerful and beautiful to say and to be able to say it in a very individual manner.
The "Two Hungarian Folk-songs" that came under his pen were rich and
passionate, impregnated with pulsing feeling at every point. The German
Hindemith's compositions, on the other hand, seemed a considerable ado about
just nothing. Hindemith may be "considered the most promising talent of the
younger German school," but after hearing his string quartet and this brac of
songs, the present writer for one take leave to doubt it. "On the Stairway" and
"Through the Evening Gardens," as his songs are named, are simply trifles dressed
up in outlandishly modern garments.
But to our jazz. Whether jazz is "our current mode of expression," as Mr.
Seldes said in the Dial last August, is not altogether within the mark. Without
cudgeling our brains on the quest of nationalism, let us admit that the best ragtime
has at least one primary and all-important attribute of all true art. It lives. There is
a vitality, a buoyancy about jazz that seizes you whether you will or not and
rushes you along without. Its seductions are difficult to resist, and as a fact few
persons succeed in resisting, although not all are honest about it. Mme. Gauthier,
a believer in the value and potentialities of certain jazz essays, had the courage to
come before a recital audience in sacrosanct Aeolian Hall and sing a group of
Broadway "hits." It took courage, and one records without reluctance that the
audience, far from acting like snobs, enjoyed the songs in all frankness and
applauded the singer to the echo. It liked "Alexander's Ragtime Band," the first of
the vivid ragtime pieces to sweep this country, it liked Jerome Kern's delicate
"Siren's Song," it liked the feathery sentimentality of "Carolina in the Morning,"
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and it found joy in George Gershwin's "Stairway to Paradise" and "Swanee" and
Messrs. Gershwin and Daly's "Innocent Ingenue Baby." Mr. Gershwin, at the
piano, provided accompaniments which were something like works of art in their
own genre, and in Mme. Gauthier's encore-his own "Do It Again"-raised a gale of
laughter by slyly inserting a phrase from "Sheherazade" at an apposite moment.
Mme. Gauthier sang these songs about as well as they can be sung, not in the
vulgar and raucous manner of the coon shouter but with a certain archness,
restraint and attention to detail which revealed them in the best light.
After Gershwin, Schonberg! The Austrian's "Lied der Waldtaube," from
the famous "Gurrelieder," did not seem an especially happy piece of inspiration. It
is long, involved and sufficiently dissonant, and its end brings relief. A new group
of British songs took the shape of a cycle after Li-Po by Arthur Bliss. Mr. Bliss'
"The Ballads of the Four Seasons" had interesting moments and sometimes
convincing atmosphere, particularly the third piece, "Autumn." He was present
and bowed in response to the profuse applause.
A group of new French songs by Milhaud, Delage and Swan-Hennessypallid pieces, cut to pattern, without life, fire or real inner movement-brought the
program to a close. Mme. Gauthier's singing throughout the evening was
invariably interesting and her voice often took on beautiful shades of color and
meaning, she had a remarkable, although sometimes obtrusive, accompanist in
Max Jaffe, who tossed off the terrifying difficulties of Bartok and Schoenberg as
though playing from a volume of Czerny. B.R.
There continued to be a flood of article about jazz and its place in the
American music scene. If nothing else, the concert brought jazz to the
American public in the form of controversy. In all it is folk-music if ever any
music was, and I don't see why the mere fact that its composers are alive
should bar it from respectable society. If a singer suggests that it may turn
out to have been a historic night." We now know, in 1997, that it indeed was
a historic night and a night that paved the way for the historic concert of
Paul Whiteman and the premiere of Rhapsody in Blue." The lengthy article
in Literary Digest of Nov. 24, 1923 describes the concert:
"RESPECTABILIZING JAZZ - A music-Hall we expect jazz, musical
comedy and 'review' use it as their stock in trade; but we have been accustomed to
something else in concert and recital. Miss Gauthier, in a recent appearance, made
an innovation by using "Alexander's Ragtime Band" of the most recherché'
composers among the moderns, and Deems Taylor suggests that it may turn out to
have been a historic night." Mr. Taylor writes music as well as criticism, and he is
well along with the modern trend; but he furnishes us a column and a half in the
New York Herald deeding the right of jazz to hold up its head in such company as
Miss Gauthier dragged it into, and to take its place as the true American rhythm.
Not going so far as to "magnify the importance of jazz," he asks, "Why shouldn't
occasional jazz numbers be placed on programs of serious music?"
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It is folk-music if ever any music was, and I don't see why the mere fact
that its composers are alive should bar it from respectable society. If a singer can
put a negro spiritual like "Didn't It Rain," on a Carnegie Hall program without
being mobbed by the pundits, if Mr. Lauri-Volpi can sing an Italian jazz tune like
"Donna e Mobile" at the metropolitan and he solemnly appraised by the critics,
why shouldn't some one sing "Carolina in the Morning," music that is just as
sincere, just as good, and just as profound as the other two? Miss Gauthier did a
brave thing when she sang jazz the other night, and a thing that was worth doing.
She and Gilbert Seldes of "The Dial," who has long been a passionate champion
of 'jazz' and who wrote the program notes for her 'jazz' group, deserves two small
niches in the hall of American musical missionaries.
.....one of the other critics displays his enthusiasm. Some of them point out
that we have enough of the elsewhere______in a recital program and that in its
proper setting on Broadway to ______. But Mr. Taylor defends the thing as it
happened, first giving his readers the picture.
It was an event not without humor. On the one flank the acrid dissonances
and murky introspection of Bela Bartok, on the other, the Byronic romanticism of
Schoenberg's early 'Gurrelieder,' and in between, unashamedly contemporary, six
examples of genuine, home-brewed American 'jazz.' Let us list the songs, for it
may be that they may just possibly be the beginning of an epoch.
"First came the father of all modern 'jazz'-Waitin' for the Robert E. lee'
possibly excepted-Irving Berlin's "Alexander's Ragtime Band." Next, "The siren's
Song," by Jerome Kern, with words by P. G. Wodehouse, from the musical play
"Leave it to Jane." Then Walter Donaldson's "Carolina in the Morning," words by
Gus Kahn. George Gershwin's "I'll Build a Stairway to Paradise," from George
White's "Scandals" the words by B. G. Sylvia and Arthur Francis. Then came
another by Gershwin in collaboration with Wm. M. Daly, "Innocent Ingenue
Baby," from the musical comedy "Our Nell," the words were by Brian Hooker,
whose translation of "Cyrano de Bergarac," by the way, was half-way through its
opening performance at the National Theatre even as Miss Gauthier sang the song.
Last came Gershwin's famous "Swanee," with words by Irving Caesar. For an
encore Miss Gauthier sang another Gershwin landmark, "Do It Again,' made
famous by Irene Bordoni."
Taylor's argument is undoubtedly helped out by the behavior of the
audience under the offering, which he analyzes with considerable detail.
"Now it was extremely interesting, first of all, to see what that music did
to the audience. It was not an average audience, for Miss Gauthier makes little
appeal to the listener who lacks sophistication and artistic curiosity. It was what
might be called a 'brilliant' house, made up, for the most part, of people who not
only cared for music, but who knew something about it, with a fair sprinkling of
poseurs, highbrows, and intensely class-conscious cognoscenti. They heard Bartok
and Hindemith with what may fairly be described as interest without much
emotion; this was new music, and they were curious to hear it and desirous of
understanding it. The Bartok folk-song transcriptions stirred them a littlesomething strange, and a little sinister, but perhaps significant. After Hindemith's
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"Auf der Treffe Sitzen Meine Orchen" they laughed a little and applauded
encouragingly. "Durch de die abenddlichen Gaerten" left them, like the elephant's
child's little war, but not at all excited."
"A pause. The singer reappeared, followed by a tall, black-haired young
man who was far from possessing the icy aplomb of those to whom playing on the
platform of Aeolian is an old story. He bore under his arm a small bundle of sheet
music with lucid red and black and yellow covers. The audience began to exhibit
signs of relaxation, this promised to be amusing.
"And then Eva Gauthier sang "Alexander's Ragtime Band." She sang it
'straight' of course, with none of the conversational lapses and vocal tricks and
general air of confiding in the audience by which a professional musical-comedy
or cabaret performer puts over a jazz number. She just sang it, as seriously and
skillfully as she had sung Bartok's "Haromoeszi Koennyesepp," while young Mr.
Gershwin began to do mysterious and fascinating rhythmic and contrapuntal
stunts with the accompaniment. And when she had finished she faced a new
audience. These people were amused, yes; they laughed gleefully as they
applauded. But they were excited, somehow, too. Here was music they didn't have
to think about, or intellectualize over, or take solemnly. They didn't have to do
anything about it, in fact, except listen to it - which was easy - and enjoy it - which
was unavoidable. And apparently it said something to them, touched some hidden
spring that evoked a response as genuine as it was a little shamefaced.
"It was not alone the Americans who had fun out of it. I watched one
distinguished European whose musical sophistication is proverbial. "Alexander's
Ragtime Band" disturbed him ever so slightly, he looked a little bored and a little
puzzled. At "The Siren's Song" he looked approval of its delicate, almost pensive
rhythms and charming melodic line, but was still obviously a little doubtful. But
"Carolina in the Morning," did something rather drastic to him. Even as his face
express incredulity and a faint disapproval his shoulders began to-well, 'shimmy'
is too vulgar a word to apply to a foreign visitor. Let us say, rather, that the music
had acted as an irritant upon his nerve-centers, causing a reflex undulatory
movement of both clavicles. At all events, by the time 'Swanee' arrived he was
having as shamelessly good a time as anybody.
"It is risky to generalize, and I can not be entirely sure that the jazz music
did evoke the peculiarly personal response from the audience that I think it did. I
know that it evoked it from me. I hear a good deal of jazz, and of course oceans of
'good' music, but I had never before heard a concert singer take jazz in her stride,
as it were, placing it beside other contemporary music without comment or
apology. And I must say, that jazz group touched something that the other music
didn't. It had nothing to do with art; perhaps, it was a more purely human
reaction."
Surely today, we will agree with Mr. Taylor's comments. But here is
the other side as written in the Literary Digest of December 15th, 1923 by
Mr. Herbert Peyser:
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"I have too great an admiration and respect for Eva Gauthier as an artist to
make a really controversial or critical issue of this silly business. The
unconventionality of it doubtless appealed to her and made her carry the thing
thorough as a kind of lark. The chief danger of it is that others may misconstrue
the whim and try to do likewise. For a whim it was. The gathering took on greatly
over the fascinating singer. Nevertheless there are probably a dozen voiceless
vaudevillians within a radius of five blocks from Aeolian Hall who could give
Miss Gauthier cards and spades in the delivery of this type of thing. That,
however, is not the point. The foolishness of the whole affair lies in the endeavor
to propagate the sophistry that such music affords the 'only' representative music,'
the 'only music worth listening to in American." There is, indeed, a clique of
intellectuals in American snobbery, and they help terica these days who like to be
known as holding such opinions. They suffer from a kind of pervetedo make
America a byword and a jest in the cultured centers of Europe. Other countries
have their songs of the music-halls, of the gutters, of the stews. Only they
recognize them as such and do not project them seriously. The spectacle of
Americans palavering over these shoddy excrescence's of national sentimentalism
and vulgarity as 'current modes of expression' and 'symbols of the spirit of the
time' makes contemptible watching. The plain truth is that for any but the most
mediocre purposes of life we have no 'national' music, and there is nothing
whatsoever to indicate that we ever shall have."
The question of jazz is debated elsewhere than in America, and people
seem to feel as strongly in England, for instance, as here. The conductor of
the Harrowgate Municipal Orchestra resigned his post rather than pay jazzwhich he dubs "a disease-a form of neurasthenia." The London Daily
Deems Taylor was one of the most respected music critics and
composers during this era, much as he is thought of today. To have him
approve of jazz and sort of sanction Gauthier's concert was an important
opinion and furthered the cause of legitimizing jazz. The article in the Dec.,
1923 Sheet Music News speaks of Taylor's comments on the concert and is
revealing in its contents. This concert was truly a 'historic' event. The article
is as follows:
"POPULAR SONGS INVADE CONCERT - Deems Taylor, composer and
music critic. Makes favorable comments on rendition of popular numbers at
Aeolian Hall, New York. 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 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 letup in the demand.
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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. are anything but "jazz bands." The musicians
engaged are highly skilled, since the excellent wages being paid today by the
better class of dance orchestra attract musicians of the finest type. This has
naturally had its effect on the development of the public's taste in popular music.
A Historic Event
In connection with the present tendencies in popular music it is interesting
to note that Miss Eva Gauthier, the well known concert artist, recently included in
a song recital at Aeolian Hall, New York City, several popular numbers and no
less an authority on musical subjects than Deems Taylor-a composer of standard
music and a well known music critic, has stated that this may "turn out to have
been a historic event." In a recent lengthy article in the "New York World," Mr.
Taylor discussed this event in some detail and asked, "Why shouldn't occasional
jazz numbers be placed on programs of serious music?"
It might be here noted that Mr. Taylor, in using the term "jazz" merely
uses it for the lack of a better word, and not in the same sense that it is
customarily used today. In discussing the significance of Miss Gauthier's rendition
of popular numbers, he writes:
"It is folk-music if ever any music was, and I don't see why the mere fact
that its composers are alive should bar it from respectable society. If a singer can
put a negro spiritual like "Didn't It Rain," on a Carnegie Hall program without
being mobbed by the pundits, if Mr. Lauri-Volpi can sing an Italian jazz tune like
"Donna e Mobile" at the Metropolitan and he solemnly appraised by the critics,
why shouldn't some one sing 'Carolina in the Morning,' music that is just as
sincere, just as good, and just as profound as the other two? Miss Gauthier did a
brave thing when she sang jazz the other night, and a thing that was worth doing.
She and Gilbert Sedles of 'The Dial,' who has long been a passionate champion of
'jazz' and who wrote the program notes for her 'jazz' group, deserve two small
niches in the hall of American musical missionaries."
Popular Songs Sung
In picturing the scene of the occurrence, Mr. Taylor writes as follows:
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"It was an event not without humor. On the one flank the acrid dissonances
and murky introspection of Bela Bartok; on the other, the Byronic romanticism of
Schoenberg laughed a little and applauded encouragingly. 'Dutch de die
Abendichen Gaerten' left them, like the elephant's child, Aerg's early 'gurrelieder;'
and in between, unashamedly contemporary, six examples of genuine, homebrewed American 'jazz.' Let us list the songs, for it may be that they may just
possibly be the beginning of an epoch.
Although the audience at the recital was of the highest type, Mr. Taylor
points out, the popular number were received with enthusiasm and evident
enjoyment. Mr. Taylor's impression follows:
"Now it was extremely interesting, first of all, to see what that music did
to the audience. It was not an average audience, for Miss Gauthier makes little
appeal to the listener who lacks sophistication and artistic curiosity. It was what
might be called a 'brilliant' house, made up, for the most part, of people who not
only cared for music, but who knew something about it, with a fair sprinkling of
poseurs, highbrows, and intensely class conscious cognoscenti. They heard Bartok
and Hindemith with what may fairly be described as interest without much
emotion, this was new music and they were curious to hear it and desirous of
understanding it. The Bartok folk-song transcriptions stirred them a littlesomething strange, and a little sinister, but perhaps significant. After Hindemith's
'Auf der Treffe Sitzen meine ohrchen' left them, like the elephant's child, 'a little
warm, but not all excited."
"A pause. The singer-reappeared, followed by a tall, black-haired young
man who was far from possessing the icy aplomb of those to whom playing on the
platform of Aeolian is an old story. He had under his arm a small bundle of sheet
music with lurid red and black and yellow covers. The audience began to exhibit
signs of relaxation. This promised to be amusing.
"And then Eva Gauthier sang 'Alexander's Ragtime Band.' She sang it
'straight' of course, with none of the conversational lapses and vocal tricks and
general air of confiding in the audience by which a professional musical-comedy
or cabaret performer puts over a jazz number. She just sang it, as seriously and
skillfully as she had sung Bartok's 'Harom Oezi. Oennesepp' while young Mr.
Gershwin began to do mysterious and fascinating rhythmic and contrapuntal
stunts with the accompaniment. And when she had finished she faced a new
audience. These people were amused, yes; they laughed gleefully as they
applauded. But they were excited, somehow, too. Here was music they didn't have
to do anything about. In fact, except listen to it-which was easy-and enjoy it which
was unavoidable. And apparently it said something to them, touched some hidden
spring that evoked a response as genuine as it was a little shame-faced.
European Enjoyed It
"It was not alone the Americans who had fun out of it. I watched one
distinguished European whose musical sophistication is proverbial. "Alexander's
Ragtime Band" disturbed him ever so slightly, he looked a little bored and a little
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puzzled. At "The Siren's Song" he looked approval of its delicate, almost pensive
rhythms and charming melodic line, but was still obviously a little doubtful. But
"Carolina in the Morning" did something rather drastic to him. Even as his face
expressed incredulity and a faint disapproval his shoulder began to-well 'shimmy'
is too vulgar a word to apply to a foreign visitor. Let us say, rather, that the music
has acted as an irritant upon his nerve center, causing a reflex unduatory
movement of both classical. At all event, by the time 'Swanne' arrived he was
having as shamelessly good a time as 'anyone.'
It is risky to generalize and learn not to be entirely sure that the jazz music
did evoke the peculiarly personal response from the audience that I think it did. I
know that it evoked it from me. I have heard much jazz, and of course, oceans of
good music, but I never before heard a concert singer take jazz in her stride, as it
were placing it beside other contemporary music without comment or apology.
And I must say that jazz group touched something that the other music didn't. It
had nothing to do with art, perhaps it was a more polite human reaction.
The above opinions coming from a man of Mr. Taylor's prominence in the
musical world are indeed significant and emotionally interesting.
Eva Gauthier continued singing the 'jazz group' on her concerts and
at times met with some 'hissing.' When this happened she would admonished
those responsible and usually the hissing ceased. She was a great champion
for presenting all types of music on the classical stage and early jazz owes a
lot to her for her persistence and interest in bringing jazz music to many that
might not be exposed to it in a concert setting. We read in 'Musical America
of Feb. 23rd, 1924 one such incident when she heard some hissing:
EVA GAUTHIER SILENCES HISSING OF JAZZ SONGS IN
MILWAUKEE RECITAL - (Feb. 13th) Some hissing was heard when Eva
Gauthier started to sing ragtime melodies in a recital at the Pabst Theater on Feb.
10. The singer promptly admonished the audience, exclaiming "That is not right!"
and at this rebuke the hissing ceased as suddenly as it had begun. In fact, the
ragtime numbers got the best applause of any of the groups presented by Miss
Gauthier.
The audience during these songs presented an interesting study. Young
men were seen to applaud the jazzy rhythms feverishly, while older women
looked on it bewildered horror and some appeared particularly shocked when
Miss Gauthier sang "Do It Again," which appeared to express to some of the
auditors a sentiment too emphatically modern. Apparently opinions were divided,
some favoring the old concert standards, and others applauding the singing of
ragtime with noisy gusto. The remainder of the program was supplied by the
Gordon quartet......etc.
Paul Whiteman's famous concert on Feb. 12, 1924 became one of the
most important events in the history of jazz. The Gauthier concert which
preceded Whitemans' by about 4 months should be given credit for paving
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the way for acceptance and the success of the Whiteman experiment. In the
Feb. Sheet Music News (1924) we read:
"PAUL WHITEMAN'S EXPERIMENT - Elsewhere in this issue is an
article telling of an experiment about to be made by Paul Whiteman which may
have a far-reaching influence on American music. Mr. Whiteman is to conduct a
novel recital at Aeolian Hall, New York, at which popular music will be featured.
The famous orchestra leader is actuated by a strong desire to bring popular music
of the higher type to a point where it will be better appreciated by the musicloving public. He feels that, when properly played or sung, it has real musical
value. He further believes that therein lies the embryo for a distinctive American
school of music, which will reflect the ideas and ideals of this country-and of the
present age.
Due to Mr. Whiteman's prominence in the music world, and the general
recognition accorded him as a musician of real ability, his experiment is attracting
nation-wide interest. Only a few months ago a similar experiment was made by
Miss Eva Gauthier, a prominent concert artist, who rendered a program of popular
numbers at Aeolian Hall. Her audience, comprised of the usual high type which
attends music recitals, showed a warm appreciation of her efforts, and the eminent
composer and music critic, Deems Taylor, praised this interesting recital. All of
which argues well for the success of Mr. Whiteman's initial experiment.
There is no question but that the present day type of popular music, taken
as a whole, and its rendition by orchestras and singers, are vastly better than in
years past. Popular music is consequently entitled to increased respect, and is
getting it. Certainly it has won the hearts of the public-and this includes people of
some culture, as well as the masses. Therefore, it is to-day an important factor in
the music world which no one can afford to overlook.
What the future holds for popular music will depend to some extent, at
least, on the manner in which Mr. Whiteman's recital is received."
We know the influence that Whiteman's concert had on American
popular music and did become an important historic event. The revolution
was on and jazz would be the winner. Gauthier continued to use jazz songs in
her recitals and to ask for reforms in the concert halls of America. She
thought that there could be better seating and give concert/recitals without
intermission. She continues her concert tour and travels to California and we
read that her New York recital elicited as much discussion and excitement in
Los Angeles as it did in New York. In "Musical America" (June 21, 1924) we
read:
"EVA GAUTHIER WOULD MAKE REFORMS IN CONCERT HALL Eva Gauthier has discovered that her popularity in California, which she visited
on her concert tour this spring, is of the lasting sort. Her introduction of a group of
'jazz' numbers into her program elicited as much discussion and excitement in Los
Angeles as it did in New York. The result is that she is going out to California
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again for several more appearances, as well as re-engagements next season,
probably around Christmas time.
Miss Gauthier has decided not to go to Europe this summer. "Last year,"
she said, "I went to Europe looking for new material and found that what I was
really looking for was right here at home. New things are cropping up in Europe
all the time, of course, but I think America is just as comfortable and as
interesting a place to be."
The artist is planning to spend the month of August with Mrs. R. T.
Wilson in Newport, and may possibly give a private recital some time during that
month in the Rhode Island summer colony. She also expects to visit at the
summer home of John Hays Hammond some time during the month.
Asked if she had any new plans for next year, Miss Gauthier smiled, "I
have a great many ideas," she answered, "but I am not sure that I can put them into
effect.
"But speaking of improvements which might be made in the concert hall,
there is one thing I have long had in mind. Something ought to be done to make
them more comfortable. The seats in most of them are positively cruel. There
ought to be a hall somewhere in New York with deep, soft chairs, where one
could really rest while listening to music and smoke if one wished. In such an
intimate atmosphere one might give a recital that would not be a cruelty to sit
through.
"Another thing I would like to do would be to come out and give the
whole recital without intermission, or at least remain on the platform, as Mr.
Paderewski does at his concerts. Oh, there are still a lot of innovations to be
introduced to the concert hall."
Miss Gauthier was the first to introduce jazz in the serious program, and
the last of that revolution has not been heard yet. She still has some ideas for
programs which the concert-going public may await with interest."
Mme Gauthier's recitals continue and includes a group of jazz songs.
While first known as a classical concert singer, she is now referred to as a
'jazz' singer. There is no doubt that her popularity and career were
advanced by the controversy and the inclusion of the 'jazz' songs in her
recitals. The headline of the next article in which her name appears brings
the point spoken about above to light. It appears in the July 19th, 1924
Musical America:
"EVA GAUTHIER NOT ONLY AN INTERPRETER OF JAZZ. Prima
Donna Objects to Stubborn Association with Merely This Kind of Music.
Eva Gauthier says she is tired of being referred to as a 'jazz singer." It
would be more just to call her a "Stravinsky" singer, because she has sung as
many "Stravinsky" songs as she has jazz. Moreover, she insists that she never has
sung any real jazz. It was not jazz that she sang last season.
"Real jazz cannot e sung," she pointed out. "What I did was to select a few
popular songs with original melodies representative of the type whistled on the
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streets of any American village and present them as a group on my concert
programs. The success I have had with this experiment was really beyond my
expectations, both financially and as a feature of publicity.
"The idea occurred to me to take popular songs that had life in them, not
the sentimental, saccharine, love-sick ballads we hear so much of, but songs with
a 'punch' in them and 'go.' I tired to sing them with artistry. Such songs have
previously been relegated to cabaret and vaudeville house, where singers with
uncultivated, saw-tooth voices rasped them out, one of the composers of a song. I
selected was amazed when he heard my rendition of his effort. He did not know
his song was so beautiful as he had never heard it 'just that way.'
"So it simply occurred to me to sing these songs with 'tone and technic' as
you might say, and see how people would receive them. They were enjoyed
immensely, to say the least, and I had innumerable requests everywhere I went for
them, even though they were not always scheduled on my programs.
"I do not think I lowered standards or made concessions to myself when I
sang these numbers. Whether we like to admit it or not, our popular music is an
element to be reckoned with."
Gauthier's historic recital not only changed her career and image and
furthered her career but had international implications. Her experiment,
along with Whitman's and Lopez's, presented jazz more refined and adapted
to artist levels than had ever been done before. Jazz was now accepted as an
art form and it is due to these pioneers in presenting jazz in a concert setting.
In "Musical America" issue of August 16, 1924 we read in the article
"Twilight Descends on the Gods of Tin Pan Alley," the influence of these
experiments:
"The paradox is one of international implications. Berlin, London, Paris,
Vienna, Bucharest, Milan and, it is suspected, Leningrad, are yessing with no
bananas. Eva Gauthier, quondam priestess of the outre and the exotic, breezes into
Aeolian Hall with a group of Broadway shoulder-shakers. Paul Whiteman takes
his Palais Royal Orchestra in to the sacrosanct precincts of formal art, and
presents to an audience of the elect and elite a berg of musical wild oats.
There too, George Gershwin rhapsodizes "in Blue" with an admixture of
Liszt and pianistic rough stuff. Victor Herbert applied his flair for orchestration to
a suite composed especially to illustrate the art-jazz of the future. Stravinsky,
hierophant of the ultaists, and Ravel, most precious of the impressionists,
lucubrate studies in the all-commanding mode. Deems Taylor, composer as well
as critic, analyzes, vivisects, expatiates and extols, likening the thrill of hearing
Miss Gauthier's jazz group, as intercalated between songs of sundry alien styles
and tongues, to the joy of being accosted with real American cuss-words in the
babble of far-off Cathay. Even the redoubtable Willem Mengelgerg, forsaking for
the moment his unflagging and unfaltering war-horses, "Les Preludes" and
"Heldenleben," writes enthusiastically to the press of the possibilities of this vital
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and vehement American music, once it has been refined and adapted to art
purposes."
The influence of American jazz, surely in some ways because of the
recitals of Gauthier and Whiteman and Deems Taylor's critical acclaim for
jazz continues to get attention in the media and the prominent conductor of
the Boston Symphony, Serge Koussevitzky is approached about his opinion
of jazz. In the Sept., 1924 issue of Music Trade News is asked about jazz. He
states:
"RUSSIAN CONDUCTOR ON "JAZZ" Director of Boston Symphony
Orchestra likes it. See big future ahead for America in field of music.
The influence of American "jazz" on the music of the future is a subject
that will not down, it seems. Everywhere in the music publications, the general
magazines and the newspapers it is being given attention constantly. The
Whiteman concert tour, Eva Gauthier recital, Deems Taylor's opinions and
various other events of this nature have kept the subject constantly before the
public, and show that it is one deserving of the attention and serious consideration
of everyone in the music business.
Among the latest celebrities of the music world who has come froth in
defense of America popular music is Serge Koussevitzky, the famous Russian
conductor, who has come over to direct the Boston Symphony orchestra. In a
recent interview with Diana Rice, of the "New York Times," Koussevitzky
expressed some very interesting views on modern music. "
Koussevitzky said he liked jazz He remarked in an article in the Music
Trade News of Nov. 1924 that: "Jazz is an important contribution to modern
musical literature, it has an epochal significance. It should not be downed. It is not
an indication of bad taste. It is not superficial. It is fundamental. Jazz comes from
the soul, where all music has its beginning. It marks the turbulence of the times,
the energy and bustle of a people. It is good music because it responds to the
longing of a people. If it were against their natures it would not be good music."
Koussevitzky in his statements vindicates Gauthier and Whiteman
and the others that have succeeded in bringing jazz to a high artist level. Jazz
becomes 'the' popular music and its influence becomes so great that the time
frame of the 20's is called 'the jazz age."
They are still writing and talking about Gauthier's and Whiteman's
recital into the year 1925. In the January 3rd, 1925 issue of the
"Independent" the Gauthier recital is written about again. She is given
credit and called a 'pioneer' is bringing jazz to society. In the first part of the
article we read:
"JAZZ BREAKS INTO SOCIETY by Francis D. Perkins.
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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 in the new magazine, Music, launched soon
after Mr. Whiteman's first appearances, the jazz orchestra was all dressed up, with
no place to go.
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 discussions 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.
Mme. Gauthier introduced a representative group of jazz numbers into a recital in
the fall of 1923. A short time after, Paul Whitman, 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 mentions to settle the
question what is American music, and the fitness of "jazz" to rank as music...."
Carl Van Vechten, one of the leading writer/critics of the era, wrote
much about the Gershwin premiere of the "Rhapsody in Blue" and was also
closely connected to Eva Gauthier, having written the program notes for her
historic recital of Nov, 1st, 1923 at Aeolian Hall. In writing about the
"Rhapsody he mentions the recital of Gauthier:
"There is, however, an historical prelude to the Rhapsody. In the spring of
1923, Eva Gauthier, indefatigable in her search for novelties, asked me to suggest
additions to her autumn program. "Why not a group of American songs?" I urged.
Her face betrayed her lack of interest. "Jazz," I particularized. Her expression
brightened. Meeting this singer again in September, on her return from Paris, she
informed me that Maurice Ravel had offered her the same sapient advice. She had,
indeed, determined to adopt the idea and requested me to recommend a musician
who might serve as her accompanist and guide in this venture. But one name fell
from my lips, that of George Gershwin, whose compositions I admired and with
whose skill as a pianist I was acquainted. The experiment was eventually made,
Mme. Gauthier singing the jazz group on her program between a cluster of songs
by Paul Hindemith and Bela Bartok on the one hand, and an air from Schoenberg's
Gurrelieder on the other. This recital, given at Town Hall on November 1, 1923,
marked George Gershwin's initial appearance as a performer on the serious
concert stage.
....As I had been out of the city when Mme. Gauthier gave her
revolutionary recital, she very kindly invited me, late in January 1923, to hear a
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rehearsal of the same program preparation for her Boston concert. It was this
rehearsal that Gershwin informed me of Whiteman's plan and added, in rather an
offhand manner, that he had decided to compose a concert in fantasia form for
piano and jazz band which he proposed to call Rhapsody in Blue.
Gauthier continued to be the champion of American music and we
read in an article in the August 16, 1925 Musical America that Mme.
Gauthier expresses the opinion of performing music of those composers that
are still living, not only past composers:
"HELP THE LIVING," SAYS EVA GAUTHIER - Present-day composers
need encouragement to produce new art.
"People who are dead do not need our help any longer," says Eva Gauthier,
explaining her preference for young composers. "If a composer cannot hear his
work produced, he loses the incentive to write. It is futile, anyway to repeat
forever the Schubert, Schumann and Brahms songs, lovely as they may be.
"Our present-day musicians must be encouraged to give us what they have,
so that our own period shall not be sterile - so that music shall not stand still."
It is a kind of vocal chamber music that Miss Gauthier presents at her
soprano recitals, as well as the recently introduced jazz group which created such
excitement in the music world. With taste and patience, looking at each program
as a serious work of art, an aesthetic whole, Miss Gauthier collects novel works
by modernists.
"American composers," Miss Gauthier says, "Invariably occupy the place
of honor on my programs. Their work is so good - and I love America and
everything American.
"Although I am a French-Canadian by birth and was a Dutch citizen at one
time, my home is in America. This is the only country in the world in which I
should want permanently to live, and I think I have visited nearly all countries.
"Sometimes, for about a week or so, I am happy in Paris - but it does not
last. It is America I always want to return to."
The prima donna type of singer-aloof-haughty and maintaining between
herself and her audience an insurmountable barrier - is Miss Gauthier's special
aversion. In cubistic programs that alternately dismay and delight her hearers, she
establishes an intimacy with them that has increased the popularity that would
accrue from her voice alone. Her method of taking an audience into her
confidence and explaining what she is trying to do is now widely imitated."
MARCH - SHEET MUSIC NEWS - 1924
THE WHITEMAN CONCERT - Comments on Recent Popular Music
Concert at Aeolian Hall. Considerable interest was attracted in the musical world
by Paul Whiteman's novel "Experiment in Modern Music" conducted at Aeolian
Hall, New York City, on February 12. All the leading critics from the various
New York newspapers and music publications were present, as well as a large
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number of music lovers who regularly attend Aeolian Hall concerts. So great was
the demand for tickets that many persons were turned away at the door, and
consequently Mr. Whiteman is to hold a similar concert at the same hall on March
7th.
Mr. Whiteman and his Palais Royal Orchestra were assisted in their
experiment by Victor Herbert, George Gershwin, Zez Confrey and Irving Berlin.
Generally speaking, the experiment was generally conceded to have been of
genuine value in bringing home to the music world the growing importance of socalled "jazz music," and the extent to which this type of music and its rendition by
modern orchestras has improved since the "jazz band" era of just a few years back.
Following is an outline of the program:
True form of Jazz:
(Ten years ago),
Livery Stable Blues
La Rocca (with modern embellishment),
Ma Ma Love Papa
Baer
Comedy selections
Origin of "Yes, We Have No Bananas"
Silver Instrumental
Comedy,
"so this is Venice"
Thomas
(Adapted from "Carnival of
Venice," featuring Ross Gorman)
Contrast Legitimate Scoring vs. Jazzing: Selection in true form,
"Whispering"
Schonberger
Same piece with jazz
treatment
Numbers for piano, with orchestraMedley of popular airs:
Kitten on the Keys, Ice Cream and Art; Nickel in the slot Confrey
Mr. Confrey
Flavoring a selection with borrowed themes:
Russian Rose (based on Volga Boat Song)
Grofe
Semi-symphonic arrangement of popular melodies:
Alexander's Rag-Time Band:
A Pretty Girl is like a Melody
Berlin
Suite of Serenades: Spanish, Chinese, Cuban, Oriental Herbert
Adaptation of Standard selections to dance rhythm
Pale Moon
Logan
To A Wild Rose
MacDowell
Chansonette
A Rhapsody in blue, for piano with orchestra -

Friml
Gershwin

In describing the concert, Deems Taylor, the well know composer and
music critic for the "The World" wrote:
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"First a jazz band of the now obsolete pre-war type-piano, cornet,
trombone and clarinet-played the 'Livery Stable Blues' as a sort of horrible
example, with the acrobatic, and tonal contortions that have done so much to
make 'jazz' a synonym for vulgarity among the musical elect. This was
immediately followed by an ancient jazz tune, 'Mama Loves Papa,' scored and
played in the modern and subtler style.
Good and Band Jazz Scoring
"A comedy group that followed revealed the Handelian origin of a certain
famous fruit song and later permitted Mr. Ross Gorman to give an astounding
exhibition of virtuosity upon the saxophone, oboe and clarinet. This was followed
by a demonstration of good and bad jazz scoring, and a group of three modern
pieces, including the famous 'Limehouse Blues,' written and scored for a modern
jazz orchestra.
"After Zez Confrey had displayed the possibilities of jazz playing on the
piano, the first half of the program ended with a piece called 'Russian Rose' that
illustrated the modern arranger's skill in working with borrowed material, the
material in this instance being Rachmaninoff's C-sharp minor prelude.
Tchaikowsky's 'Marche Slave,' and the 'Volga' Boat Song.
Second Half of Program
"The second half of the concert equally entertaining, contained more solid
material for the serious musician. After playing a symphonic rhapsody upon the
three airs by Irving Berlin, Mr. Whiteman introduced a suite of four serenades by
Victor Herbert that were not only charming in thematic material but demonstrated
the fact that Mr. Herbert's skill in orchestration extends to handling the usual
instrumental combinations that a jazz band presents.
"This was followed by three jazzy orchestrations of what Broadway calls
'standard selections,' the best being a delightful and irreverent transcription of
MacDowell's 'To a Wild Rose.'
"Just before the closing number, a brilliant adaptation of Elgar's 'Pomp and
circumstance," George Gershwin played a 'Rhapsody in Blue' of his own
composition for piano and jazz orchestra. In a way this was the most interesting
offering of the afternoon, for it was an experiment in treating the jazz instrumental
and thematic idiom seriously, and it was by no means an unsuccessful one.
Despite its shortcomings-of which were an occasional sacrifice of appropriate
scoring to momentary effect, and a lack of continuity in the musical structure-Mr.
Gershwin's piece possessed at least two themes of genuine musical worth and
displayed a latent ability on the part of this young composer to say something of
considerable interest in his chosen idiom."
Comments of Music Critics
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The concert naturally enough brought forth a great deal of comment in the
press. Following are a few of outstanding remarks made by various music critics
in writing on this experiment:
WORLD - "Certainly the experiment was worth the trouble."-Deems
Taylor
HERALD-"Paul Whiteman is to be congratulated on his adventure and the
admirable results he obtained in proving the euphony of the 'Jazz orchestra.'" W.
J. Henderson.
TRIBUNE-"We have before expressed our conviction that the trouble with
jazz-the best jazz-according to the showing of the Palais Royalists themselves-is
its daring. We listened to Mr. Whiteman's demonstration yesterday with an
anxious and eager desire to correct our earlier impression-but we could find no
reason to do so." Lawrence Gilman.
AMERICAN - "Whiteman demonstrated conclusively that a jazz band can
interest the best class of musical hearers. Let him give more such concerts. They
will make more friends for the tonal art than Bach recitals and Sonata seances."Leonard Leibling
TIMES - "There was realization of the irresistible vitality and genuineness
of much of the music heard on this occasion, as opposed to the pitiful sterility of
the average production of the 'serious' American composer." -Olin Downes.
EVENING WORLD - "It may be the start of something that will develop
into a genuine musical phase and we may have been sitting in on the first
appearance of an American musical child." -Frank H. Warren.
SUN - "It was a triumph of 2/4 time. It was one long strong musical
cocktail." -Gilbert W. Gabriel.
It is interesting to note that Mr. Whiteman is not the only important
orchestra leader who is experimenting in this way. Vincent Lopez, it is
announced, has secured the Metropolitan Opera House, New York City, for April
27, when he will give a concert of American music, featuring some of Stephen C.
Foster's melodies. His orchestra will be increased to 50 for that occasion, and will
include 20 saxophones.
These various experiments on the part of such important figures as
Whiteman and Lopez are interesting. It is generally conceded that the modern
dance orchestra of higher type today plays a very important part in educating the
musical taste of the masses. With their entrance into the concert field, they will
logically help to further educate the public in the direction of the better type of
music.
LOPEZ IN JAZZ CONCERT (following above article in Sheet Music
News - March, 1924)
"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 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
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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 other well-known jazz compositions.
DEFENDS "JAZZ TEMPO" - That the question of "Classics in Jazz
Tempo," as discussed in our last two issues, has attracted much interest in the
music trade-particularly among orchestra leaders-is indicated by the number of
letters received expressing views on the subject. A particularly interesting one
reached us, shortly after we had gone to press with the February issue, from Ben
Bernie, who plays for the Vocalion records. Mr. Bernie, like most of those quoted
in our last month's article, expressed himself as highly in favor of "jazzing the
classics," provided it is done artistically. His letter follows:
"Your articles on the rendition of classics in 'jazz tempo' touches on a
topic which I have been studying for some time. Before going further, allow me to
express an opinion with respect to the so-called 'jazz tempo.'
"I venture to say that at least 60 percent. Of the opponents of the 'jazz
tempo' have never heard a dance orchestra such as we have today. Their idea of
jazz is that which they conceived as a result of the five-piece jazz band of a few
years ago. This type of music, apparently devoid of rhythm, was the forerunner of
our present day dance music, but there is little similarity between the two. Only
one with an acute sense of rhythm could detect any rhythm at all and there was
certainly little melody to be credited to a shrieking clarinet or a groaning
trombone. As a result, to the majority of these people the word 'jazz' connotes any
conglomeration of musical sound, with little trace of either rhythm or melody. I do
not mean to belittle the exponents of that type of dance music. I was and still am,
in some sections, quite popular. I mention it only in defense of the dance
organizations playing the special arrangements so popular with the public today.
"For the last sixteen months we have been playing an arrangement of
'Samson and Delilah.' Everywhere we have gone there have been numerous and
repeated requests for it. Taking applause as a barometer, I dare say it is the biggest
number we use. Into our arrangement of 'Marcheta' we have interpolated the Largo
from the 'New World' symphony. That stands second in point of popularity. We
have been using "The World is Waiting for the Sunrise,' 'When You and I were
Young Maggie,' 'Love Sends a Little Gift of Roses' and 'Roses of Picardy.' Each
one of these is exceedingly popular with the audience wherever we go. We are
now rehearsing one of the Liszt Rhapsodies and at present my staffs of arrangers
are at work on 'Tannhauser' and 'Kammenoi-Ostrow.'
"The dance orchestra reaches many people who have no interest in the
Symphony Orchestra or the Concert band. To most of these people the operas and
musical classics are considered high-brow. The opera is considered particularly in
that light for the reason that most of them are sung in Italian or German or some
foreign tongue. I do not say that the dance orchestra alone can show this class of
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people the beautiful melodies of the opera's melodies, but I do say that it is one of
the most important factors in doing so possibly the only one that does, and I
sincerely feel that these people are reconciled to the real beauty and value of the
classics through the 'jazz' renditions of the various operas and they cannot help but
develop a real liking for and a desire to hear the original."
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An example was one of the first jam sessions I attended when I moved to
New Orleans in 1981. They had called a few traditional New Orleans songs that I
had not known but were fairly easy chord progressions but I was surprised when
they called up the tune Cherokee.
(Play tune-point out bridge)
This piece was a sort of testing piece for those that would sit in during the
early bebop era in New York - the bridge modulated abruptly to F# from Bb and
through 14 bars back to Bb. When they called it up in New Orleans they began at
the head (beginning) but when they came to the bridge they skipped it and went
back to the head.
When I was playing the tune "Polka Dots and Moonbeams" Al Hirt was
eating at the restaurant in which I was playing. After I finished the tune Al stood
up and remarked "Karl, you are one of the only piano players I hear in New
Orleans that plays that song." I thanked him but was at first puzzled by this
remark until I remembered the bridge - It proceeds from F major to A major.
These bridges and modulations are harder to hear than the primary chords of Bb
major, thus early jazzmen had trouble with certain parts of some of the dance
music and filled in the parts that were unfamiliar by using their ear. Some early
trumpet players put handkerchiefs over their values as to not give away fingering (ex: On the trumpet 'A' can be played using values 1 and 2. It can also be played
using just the 3rd value - although a little out of tune) and be played a little faster
or can be humored or as a trill (you know the famous saying - when in doubt
trill?)
When playing for his peer group Bolden's style was more centered on the
desires and likes of the dancers, although the repertoire still included many of the
dance style Bolden's fans demanded a different repertoire than Robichaux's or
"Papa" Jack Laine. To get jobs they played for the crowd (Ex: a Chris Kelly dance
crowd expected to hear more blues oriented numbers. Kelly was called "King of
the Blues" and was the most popular band in the black community. He was once
advertised as "God is playing here tonight)"
Little known facts or often repeated legends were prevalent in early jazz
writings. Some examples:
Chris Kelly DID play for whites. (Mayor Berman used and liked Kelly's
music and he often hired Kelly's band for his parties.)
'King' Oliver was not the first choice to go to Chicago - Buddy Petit was.
Armstrong was not first choice - 'Kid' Rena was.
Eva Gauthier was the first 'classical' artist to include jazz numbers on her
concerts.
Jazz as used in vaudeville, was presented on stage as an entertainment and
not as dance or listening concert music. Similar exposure is seen in today's pop
concerts by pop groups emphasizing more spectacular laser shows, special effects
musical timbres, costuming or lack thereof, and specially staged choreography,
presented with much Advertising, P. R. and showmanship. Somewhere after
noise, sight, and outrageous behavior we finally come to music, or lack there of.
In a speech given at the Jazz Museum I criticized the critics of today who call an
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amateur guitar player, playing a limited number of chords and an abundance of
special effects a genius and great musician. Point: Who was 'Snoozer Quinn?
Anton Segovia? Russ Garcia? Are we at the ultimate in absurdity? What do we
have to look forward to in the future as to new jazz styles?
As much as I totally believe in the above critical statements, most of these
statements are apropos of critics writing about jazz music in the 20's.
Or: How do you get a banjo player to play quieter?" Answer: "Put music
in front of him." Or: "What do you call 100 banjo players at the bottom of the
ocean?" Answer: "A good start."
"How do you get two saxophones to play in unison?" Answer: "Shoot one.
Or: What's the difference between a chain-saw and a saxophone?" Answer:
"Vibrato."
Many feel that jazz is not jazz if it is written down. It has also been said
(falsely quoted to Louis Armstrong) that if you have to ask about jazz you can't
play it; that it has to be inside you, or, to play blues you must be miserable. It is
like saying to represent women or blacks in congress you must be a woman or be
black. All of this is not true
But improvising is an ancient technique in music history but deemphasized during the 19th century but seeing its star rise again through jazz in
the early 20th century.
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APPENDIX
LIST OF MUSIC & SLIDES FROM SPEECH, PAGE 107
Music - Everybody's talkin' 'bout Sammy (page 1)
Slide -What is Jazz (page 1)
Jack Laine (page 2)
A. J. Piron (page 2)
Piano All The Things You Are (page 3)
Music - Black Quadrille (page 4, & :42 to :75)
Chart - on pop dances (page 4)
Slide Banner Band (page 4)
Henderson Band (page 4)
Armstrong Band of 30's (page 4)
Music - Mobile Stomp (page 4, & 76 to 91)
Slide - Big Bands (page 5)
Vaudeville (page 6)
Music - Livery Stable Blues (page 6, & 92 to 1:01)
Shootin' a Pistol (page 7, & 1:01 to 1:12)
Prince of Wails (page 7, & 1:12 to 1:20)
Copenhagen (page 7, & 1:20 to 1:25)
Piano - Don't Blame Me (Page 7)
Music - Shake it Up (page 8, & 1:25 to 1:29)
Slide - Stan Kenton (page 8)
Music - La Creation Du Monde (page 8, & 1:29 to 1:56)
Slide - 5 Piece Combo (page 8)
Orchestra of 20's (page 9)
Saxes & Tuba of 20's Orchestra (Page 9)
Music - Jingle (Page 9, & 1:56 to 1:62 - no space after.)
Slide - Soprano Saxes (page 11)
Music - Coon Band Contest (Page 11, & 1:62 to 1:68 - no space after)
Hot and Bothered (Page 12, & 1:68 to 1:88 - no space after)
Slide - Tommy Dorsey's Band (Page 12)
6 men, 100 instruments (Page 13)
Music - New Orleans Stomp (Page 13, & 1:88 to 2:01)
Parts of Livery Stable Blues (page 15)
Slide - Bix Cornet (page 15)
Music - Fidgety Feet (Page 16, & 2:01 to 2:07)
War Cloud (Page 16, & 2:08 to 2:16)
Charley (Page 16, & 2:16 to 2:73)
Slide - Big Band Poster (Page 16)
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********************
CONCERT REPERTOIRE
19th Century Dance Music: Quadrilles,
Waltzes, Galops, Gavottes, etc.
EARLY CAKEWALKS, RAGS,
STOMPS, BLUES, JAZZ
PROGRAM
Quadrille Orchestra - Jullien's English Quadrille - (2 violins, fl, cl, crt)
Military Band - Orange Grove in California
Brass Band / A. Pryor - Coon Band Contest
String/Society Orchestra -Cotton Pickers Rag & Cakewalk
Jazz Band - Blues in Dixieland - Dixieland Combo (crt, cl, trb,bs,dr,piano)
One Sax - Sorella, (1906),
Jackson (1916)
Jasmo (1916)
Sax Cls. (1919)
Two Sax -Fox Trot Girl (1917)
Vampire (1920)
Three Sax -Black Cat Luck (1922).
Waltz: Long Ago (1923)
Roses of Picardy (1923)
Nancy (1924)
Jig Walk (1926)
Carolina Shout (1926)
Cushion Foot Stomp (1927)
Zulu Wail (1927)
Ostrich Walk (1938)
Baby Come Home (1942)
Morpo (1954)
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Black Queen
Comus Waltz
Under the Balcony
Dancing Topsy
Moon Winks
Cresceus Galop
Philo Senate March
War Cloud
Cotton Pickers Rag & Cakewalk
Hello My Baby
Bos'n Rag
Swamptown Shuffle
Peaceful Henry
Eb Blues
Gazebo
Deep River
Evolution of instrumentation in U. S.

Julliens Quadrille
Orange Grove in Ca.
Sorella
Jasmo
Jackson Moan
My Foxtrot Girl
Jazz Vampire
Waltz Long Ago
Rose of Picardy
Nancy
Jig Walk
Cushion Ft. Stomp
Zulu Wail
Ostrich Walk
Baby, Come Home
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The Music of:
Clarence Williams, Jelly Roll Morton
W. C. Handy, 'King' Oliver
Louis Armstrong, A. J. Piron
Special Arrangements of Historical
Literature of 19th & early 20th
Century music
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MUSIC INDEX
Quadrille-Black Queen
The Comus Waltz
Under the Balcony Polka
Dancing Topsy
Moon Winks
Cresceus Galop
Philo Senate March
War Cloud
Uncle Uph's Birthday March
The Tennessee Jubilee
Shuffling Jasper
Bos'n Rag
The Junk Man Rag
Echoes from the Snow Ball Club
Walkin' For Dat Cake
Swamptown Shuffle
Peaceful Henry
Coontown Capers
"Eb" Blues
Shuffle and Taps
The Gazabo
Trombone Johnson
Down Home Rag
The Stomp
Deep River
Julien's English Quadrille
An Orange Grove in California
Sorella
Jasmo
When You Hear Jackson Moan On His Sax
Saxophone Blues
My Fox Trot Girl
Mr. Jazz Himself
Black Cat Luck
I'm A Jazz Vampire
The Waltz of Long Ago
Roses of Picardy
Nancy
Jig Walk
Carolina Shout
Cotton Pickers Rag and Cushion Foot Stomp
Zulu Wail
Ostrich Walk
Harlem Rhythm Dance
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Come Home
Morpo
A Coon Band Contest
Cakewalk
Baby Won't You Please
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MUSIC EXAMPLES
Note: The following examples can be acquired in full society
arrangements from:
www.basinstreet.com
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