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Leo Arnaud/Vauchant
Jazz Trombonist

A Young Arnaud

He was a good friend ofMaurice Ravel and helped Ravel with a
portion wusing trombone in Ravel ds Bo
influences ofthe French introduction to jazz with his jazz trombone
playing to the Les Six while playing
Café in Pais, France in 1924. He also orchestrated for Fred Waring and
others. He was omminated for academy awards and woran Oscar for
his scoring for Mary Poppins and Unsinkable Molly Brown. He wrote
the famous Olympic fanfare for the 1968 OlympicGames that was
played over TV for years by ABC. He scored countless movie scores,
orchestral scores, made CDOs and was
Hollywood. All of the above was accomplished by the same man, Leo
Arnaud/Vauchant.

Leo Vauchant was born in Cauan, France on July 24, 1904. At
age 14 he was playing drums in the Marigny Theater when Louis
Mi tchell 6s Jazz Kings were part of the

Bi | | Ki nney in his aAnmericadnJazzimThe as
France, 19171 9400 wr i t es ab o u totheBlackcbhned | 6 s Be
in France:

AMi chell 6s Jazz Kings and most of
played for the wealthy set on the right bank of the Seine. The poestar
years brought a thirst for entertainment and Parisian high society was
amused by things Blackand Exotic. Many Black American soldiers, out
patients at the American Hospital in Neuilly, entertained in cafes and
spread the idea of Black American nightclub entertainment. The growth
of appreciation for Black music as an art form grew quite slowly



thereafter and this kind of music appealed only to a very tiny minority
of French people before World War Il. Throughout the 1920s there were
black and white American musicians playing swinging music in Paris
but it was not until the early 1930s that real eviénce appeared of a well
rooted French jazz community of French musicians, fans and jazz
writers. o

He led a jazz group in 1917 when he moved to Paris. He was
heard by the Les Six and Ravel at the Café Le Boeuf sur le Toit where
the cultural elite gathered He became a goodriend of Ravel and was

an adviser to Ravel i n some of Ravel
trombone solo in Bolero. He played with the Chicago Hot spots in 1924,
Paul Gason6és Band in 1925, The bandl

Mele, Irving Aaronson in 1927; Lud Gluskin in 192728; Jack Lylton (In
England and Germany) in 192830, and Gregor in 1930. He appeared
with Ray Ventura from 1929. He migrated to the USA in 1931 and
played and arranged with Fred Waring from 193136; the Casa Loma
Orchestra in 1932; Roger Wolfe Kahn also in 1932. He was the first
French jazz trombonist to become well know. He settled around Los
Angles and became one of the leading orchestrators for movie scores
during his long stay on the West Coast

Paul Gason Orc‘hestra, Paris 1926/27
Arnaud — Left of Gason (saxes)



Louis Mitchell

While in the pit orchestra of the Marigny Theater he heard
the Billy Mitchell jazz band and wrote about his impressions of this first
jazz band to play in Paris

ATher e waad enpravisers in those days.tlstarted with
that orchestra, the Mitchell one. It started with that and it was a long
time before anyone else showed up. But right away, there were French
orchestras going al/l over who didnot
were just awful, but they played. When that thing started all the little
theaters had to have a jazz band. The jazz band meant the drummer.
AWho is the jazz band at the Ol ympi ar
band meant an orchestra. The Follies Bergeres, all those theaters, were
copying from each other. There was a guy playing @elody sax reading
from the piano copy, and there was no bass. There was a banjo. There
was a violin and there was adrummefi t hat was it . |l t was

The pit band would accompany the Mitchell Jazz Banddn stage
usually during the finale. Leo listened to all the jazz bands he could:

n | got wh a tlistehing tpadhis Mitchetd Band. Mitchell
formed a tempo club above Joe Zel
I n that out f it é. lapprbached dhncd rhusiclt wasy
rhythmical, and the tempo never varied within the tune. Whereas, when
the French would play, there was no sense of beat. They were playing
things with rubatoit her e was no dance beat. |t
move. The blaks, on the other hand, seemed to be skilled musicians.

They knewaboutc hor ds éMost of the bands were
those joints either. o

,_,._
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Interested in arranging, Leo helped some shows in Paris to give
the music played an American twist. He remak e d 1 | kunes;Ww t h e
knew the tricks they were doing. So | fixed all the trumpets and the
glissandos on the trombones. But it had to be written out beforehé
French guys could play theL e o®masf er ence thoe att e wad o w
correct. The French were usd to playing things in 2/4 or %. Afre
American music preferred a larger number of beats to the bar giving
them chances to stress the weak beats with 4 beats per measure. In
pointing out this variation to the beat he had put his finger on the single
bigges obstacle to the assimilation of African elements into European
music. Leo spoke of the Chicago Hot Spots:

Alt was a band that used to play o
was real Dixieland, but good. The Americans were in quite a different
league tothe French, and everybody learned from them. They probably
played more jazzi more solos- than anybody else around at that time.
There was a man called Frank Guarete who had a band called the
Georgians, and they were good too, but it was more ensembl&ying
than solos. With the Georgians it was mainly the sound that was
different 7 the tone and the vibrato. But those Chicago Hot Spots were
good. They had numbers | i ke fASensatic
that were known in that style. Actually they played them wrong. They
should have harmonized them from the chords. But instead they moved
up and down a third away from the melodyi at r oci ous'! But th
way they play them you know. Anyway, the solos were the hottest thing
i n town. O
Louis Mitchell was a black bandleader who was very popular in
Europe during the early teens and the 1920s. He had earlier traveled to
Europe with Vernon and Irene Castle in 1912He made his first trip to
Europe as a drummer with the Southern §mphony Quintette to
London in 19214He went to Engl and and his ban
played in vaudeville. He returned to the US and played with the James
Reese Europe Clef Club Band. (Sic. One member of the Europe band
was Elliot Carpenter who played the f
behind a curtain for actor Dooley.)
He again returned to Paris with a new band and in 1920 played a
5 year stint at the Casino de Paris. He eventually opened his own
restaurant in Montmartre. He returned to America at the onset of
World War Il.



Frank Guarente (Guarante)

Guarente was born at Montemiletto, Italy on October 5,1893, a
small town near Naples. He came to the US in 1910 landing in
Phil adel phia and on to his brotheros
began touring with a concert band. He eventually came to New Orleans,
a city he called glamour. He is considered the fist musician born
outside the USto have an mpact on early jazz and an innovator in
American Jazz music.

New OrleansExperiences

He decided to remain in the city securing a job in a bank and
spent his evenings listening to bands and meeting logausicians one of
whom was King Oliver. He soon became friends with Olivethey spent a
great deal of time together in what might have been mutual coaching
sessions. Guarente could teach Oliver what he had learned in his
musical education in Italy in musicreading and methods and techniques
of Italian classical trumpet playing. This might have given Oliver an
edge on other untrained trumpet players around New Orleans. In
return it is believed that Oliver showed Frank the nuances, feeling and
subt |l etoiteds ta fu mdErank aldo heard the New Orleans
trumpeters Freddie Keppard and Nick LaRocca. Oliver was said to
have played for Frankdos 21 birthday
began, once the word got around at
restaurant on St. Charles Street near Canal StreetHe also participated



in marching band gig and even played at Milneburg, Spanish Fort and
other Lake Pontchartrain resorts. New Orleans clarinetist Tony Parenti
remarked that he worked with Guarente in a six piece bandat the
Triangle movie theater at Dauphine and Iberville in the French Quatrter.

He also |l ed a band at Tom Andersonoés.
Ol i verds ASugar OFoot Stompod reprisi.
chorus. He is said to have taken a tourhrough Texas with a group
called AThe Al abama Five. o0

He is said to have left New Orleans around 1916 to play around
the southwestwi t h Don Phil | i pmiwasi id the By mp hon

Army during World War |, and then headed back North. He played
briefly with Charlie Kerr in Philadelphia and met two other Italian
Americans, Giuseppe Venuti and Salvatore Massaro, later to be known
as Joe Venuti and Eddie Lang.
He j oi ned SipAlanhctCiysn midd92d. He met with
success and Spée, in responding to the popularity of the ODJB had
Frank form a small Dixieland group. Guarente brought in musicians
Ray Stilwell on trombone, Russell Deppe on banjo, Claueyg
Morehouse on drums and Johnny O6Donn
group he played engagements as thedilison, the Astor Hotel i where
the band was fired for O6playing too |
Carlo on 51 Street and at the Alamac on Broadway and 71Street. His
style developed past the ragtime rhythms and developed hroad,
flowing melodic line, reminiscent of the New Orleans men he had heard.
The AGeorgianso in Chicago in 1922
group and had a robust improvisingtechnique inthe Oliver style. Long
before Bix began developing hisgte.Guar enteedosdi ngy of fBa
Googled was made 9 mont hs befltasr e Bi X
sai d that Guarentebs playing style we
both had a link to the New Orleans Emmett Hardy, who Guarente
might have heard while in New Orleans. His muted trumpt remained
people of Oliverds use of a mute.
The Secht band were in England in 1923 with the smaller group
out of Spechtdés band the AGeorgianso j
He went to Italy and on June 3, 11924 he married a childhood
sweetheartandthenrée ur ned t o Par i s Gasarglhnstoor med
play at the Claridge. While in Europe Armstrong, red Nichols and the
Wolverines with Bix were becoming popular. When he returned to the
states in 1928 the former trumpets had established a hold on hot jazz.
Returning to New York his work consisted mostly of recordings. From



1928 to 1930 he worked with the Specht group and from 1930 to 1936 he

played with the Victor Young Orchestra. With Specht he played lead

trumpet with the hot solos being played by Charlie Sivak. He mostly

did recordings under -Banswickés directi on
He seldom vas given solos and most of the young musicians were

not aware of his contributions of a pioneer jazzman little more than a

decade before. He continued to plays staff musicians playing such

radi o shows as Lucky Strikeds Your Hi

and The Lone Ranger. Because of the suspicion of his Italian birth other

musicians were uncomfortable and he was let go. Before he could accept

a position in Tommy Dor sey 6s Band, in July 21,

unspecified iliness (perhaps cancer) on July 21, 1942 Meas 48

Grovebs Di c tzirdates angtherostory dfeGaurat e 6 s
musical career:

AFrank Guarente (Francesco Saveriol
Italy, on Oct. 5, 1893 and died in New YorkCity, July 21, 1942.).He
immigrated to the USA in 1910. After playing in various groups he
joined Paul S p e ¢c 1924) sind Oireated ke<Geargans,( 1 9 2 1
a group within the band that was modeled on the Original Dixieland
Jazz Band, recording with them from 1922 to 1924. He toured Europe
with his own New Georgians (1923927), and then worked with the
Savoy Orpheans and others in England. He tarned to the USA,
rejoined Specht(19281930), played first trumpet in the bands of Victor
Young (193019936), Jack Teagarden, the Dorsey Brothers, and others,
and also accompanied popular singers i

It is reported that Leo was a friend and admirer of such great
black cornet players as Freddie Keppard and King Oliver. From the
recordings of the Georgians it is obvious that the Georgians were
copying Oliverodés style of collective
Guarante on trumpet, Buck Weaver or Russ Morgantrombone, Joe
Murray -piano, Freddy Flick-banjo. In 1924 the personnel were:
Chauncey Morehousedrums, Arthur Schutt-piano, Russell Deppe
banjo, Frank Guarentet r u mp et , J o h ssax,yDiclOJoHdDsom n e | |
clarinet/sax, and an unknownsax player.
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The Guarente family moved to Allentown, PA in 1910 and then to
New Orleans in 1914 where it is said that he tookumpet lessons from
AKi ngo Oliver. Frank served in the ar
Frank played trumpet with the Dorsey Brothers Orchestra.

More on Leo Vauchant/Arnaud

Ravel, after hearing and talking to Leo at the Le Bouef sure le
Toit Café invited Leo, then 20 years old, to his home at Montfort
L6OAmaury and thus began a relationshi
Leo in relating his knowledge of jazz and Ravel giving Leo composition

studies. Leo recalls his experience wi
nSo | we nt there the first Friday
ALook, I know what youbre doing. Youbo

Butthe notesy ou pl ay, how do they come to vy

style, like the Hungarians do. The Jews have their way too. They are

modes that apply to racial background or something. And if you like it,

it grows into you, and you apply it to whatever you want 0 He sai d,

A OK, | 61 | give you a C scale. What ar
know what | am not going to do, because all the fellows | know, the

violinists, even some of the great ones, would take a C scale and just

play the seventh arpeggios baskeon the notes of the scale The first

note | would play on a C chord is Eb.
He sai d, A Hwelh, oc olmes?adi dh, Aitds t he a
Since you have a tenth, it could be a flattered tenth. You have both
intervals, but you have to say raised, alth u g h It 6s real |y
because you get off itlaad ogpwar daok,
He sai d, nYes, |l 6ve noticed i n Ger:
where did he get it?o0
| said, Alt coimMmenerfircam tshafldl wes

HE sai d, ADK, t o Oml gapwi a piece. 06 And
these billetsdoux from one of those horrible farces.

So he says, Al &dm going to play thi
chorus, |l will only play accompani ment
And | sai d, A We rd lthe mdlodyl| but pldyed watm e ar o L
syncopation. Thent he next t hing, you play the
straight chorus over the top of it. o /

He said, AWhy has nobody thought of
| said, fiYoudd be amaammdt now many p

10
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He was out of his cocoon you know. He had no idea how many
people were aware of those things and, consciously or not, were using it.
To him, it was a big discovery.o

Ravel Soke to Arnaud About Jazz

ARavel got to wunder st dlmobutdfyduot of

see his pianoconcertopeopl e say theredés a | ot 0 |

There are alotof jazzideasinit not Ger shwi n. He wasnot

Gershwin. He was a student of what we were doing and of what was

going on at the time. He was such a marvelous man! People would

drop by the house, and hedd al ways i nt
Leo talks about an interesting inci

Al p Ithatypiecd before anybody else did. | had him change the
key from D to C. I told him, AThe trombone a
going to make those E flats above top C, eleven of which are
consecutive. o

So he said, AHow about a tone | ower

So he put it down a tone.

Then he said, AThe trouble is, t he
It . o

And | sai d, A | know. | t s even inc
way because the other instruments don
other guys interpret it the way they
soonl et them phrase it. o

Sonoweerybodyds pl aying It the way
expression marks at all!o

Eventually Vauchant found the jazz scene in Paris so limited that
he took commercial work in England and finally moved to America.
Around 192829 Leo played with the Ray VenturaBand. In 1930 Leo
toured with Gregorodés Gregorians in Sol
There is an article on Vauchant in
talks about his early jazz career in France and mentions some about the
history of jazz in France.

AThe first g¢aaetaFranas ihd first black on1 was
Louis Mitchell 6s. 1 aHwery goadsdruramerdtooulmme r

11
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imitated him. | learned from him. Whatever he did, that was the way |
was doing it. | played timpani and snare drums when they first came. |
also stated playing trombone with that band. The next time | heard
them Leon Volters of the Casino de Paris had got them back from
England. This time | was playing cello and drums with a tango band.
And | listened to those Mitchell guys. | had a trombone back homni
and right away | knew | could play all that stuff that guy played with
them.

Later on things got better because other bands came. Art
Hickman was one. There was another orchestra called the Georgians
who had a trumpet player called Frank Guarente. There was a
drummer called Jimmy Lennon whose brother has some kind of an
orchestra now. So there was always something the guys could copy. |
was still going on what | had picked up from Mitchell. | never heard Art
Hickman. | was working. | had no way of goingto listen and there were
no records available to French people. There was only Salabert who
published a few stocks and then put his own name on them as arranger
so he could collect something. But he
them either.

| learned jazz more or less on my own. | started analyzing a bit
what those Mitchell guys were doingi just by hearing them play. |
di dnot have the records. I knew t he
hear the phrases and | was trained. | knew the names of the inteals
and the degrees of the scale. If you look at ehord asa question they
were giving the answers by playing a certaiphrase. | could readily see
what they were doing because there are only twelve notes amohse are
automatically tabooed. In fact, in the C chord which is tricky is the F
and nowadays they all use it.

To the blacks, life in Europe was like heaven. | can tell you. One
good reason was the white women. But it was also being able to go any
place, and live where they wanted. Also they were loek up to as stars.
And that must have been pretty pleasant after life in the States. A lot of
French guys resented the blacks going off with their women. But every
guy | knew found himself a white broad- Montmartre women mostly,
not necessarily whores. TRy met them as hostesses who danced with
them and they got a tip as an escort.

| started as a professional musician at the age of eight. Later |
went to the Conservatory in Lyons. | graduated there when | was about
sixteen. This would be about 1920 or 1921 | di dndtprizget t he
that year because | took my sabbatical. | went to study with

12
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Weingartner in Berlin. While | was in Germany | played trombone with

a Hawaiian band. They had an English trombone player called Bligh
who went back to England to de. | replaced him on trombone and got
someone elsé a Turk T to replace me on drums. | found him working
in a furrier. | went there with this woman, and there was this guy with
two long sticks beating all hell out of the pelts. He had a fantastic
rhythm, rather like those guys here in America who used to shine your

shoes. I sai d, ALet me see you do t ha
your foot. o So he did, and | asked hi
He sai d, AEasy. o | sai d, efPYdave want

everything you need. 06 So | showed him

could even do a roll. So that afternoon Raged Osman the Turk was

dressed as a Hawaiian and played the tea dance with us. The other guy

in the band was a fellow named Lewis. Idrget his first name. He was

English and played very good jazz violin and also soprano sax. | played

trombone. We were the only two horns in the orchestra. There was

another guy, a Dutchman called Freddy van root, who played piano.

The rest of the outfit was Hawaiian. The Hawaiians had a good feel for

American stuff. They were verymuch like Americans. We played a lot

of American tunes. It was east to get piano copies so our repertoire was

way out. Most of our music came from England. Some guy got them

fromt her e. | candt remember haskewi i rst n
Anyway, | was playing with tango bands when that Mitchell Band

came back to France. | was playing cello mostly. If | played for pit

or chest r atsmpaniéadd spaleadsums. | stopped that around

1922. From then on | played jazz trombone whenever | could. | played

jazz drums too. At the end of 1917 | was playing witha very small

orchestrai about five pieces. | played double drums. You had to play

cymbals ard snare drums as well as bass drums. Most people used to do

it by hitting a cymbal with the left stick and have the drum on the right

side. | was doing it with two cymbals and | played the drum with one

stick. The conductor was a man named Fred Melly. He dcame the

conductor at the Moulin Rouge later and made some horrible records

there. At that time it was a burlesque house, but arty. You know, they

have the girls come on bardreasted with big hats on which they held

with their hands because it helps théacade! The sketches usually ended

in a blackout. And the girls would be in the wings waiting to go on stage

looking their best. And usually the fireman on duty would be back there

istage right | etdés say. And before th

guy, AWould you do my nipples?d6 And th

13
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sucking them until they were ready to go on for the big number. | heard

about it. And | see that the girls come from both stage right and stage

left. | was stage left in the pit. So | use& to go there until the very last

moment when | had to come back to play the choral at the end of the

sketch. And | was doing what the fellow on the other side was doing.

This was at the Gaiete Rochechouart Theater. The shows would be a

series of acts. A gy comes on first and he sings or tells a joke, or maybe

a dancer would come on. Then thereod
with the girls. The secondaci y ou 6 r e g o iiragacttodraubt.a u g h
From the opera Fausti with twelve musicians in the pit It was like a

burlesque house, as | say. There was nudity, but it was not prurient. It

was justbarebr east ed and they held those ha
Follies Bergeres.

My father yanked me out of that place. | had to quit that job. We
made eight fancs a show. Weonly had one matinee, so we made sixty
four francs a week. So | got myself a job at the Restaurant Pagille,
where | was getting fifteen francs to begin with, a meal, and the tips
were often fifteen francs or more. | had to wear a smokingacket. | was
supposed to get one made or find one my size. | was quite smallwas
only fourteen years old. My father took me to a place called the Cahut
in a district called the Temple, close to Notre Dame, where you bought
secondhand things. Smokingjackets in those days were a big deal.

They were all too big for me. People used to get married and buy one,

and thent hey sol d 1t right away . You <coul
today. So we went there and found a suit that fitted me. It had lots of

pockets inside, outside, everywhere. So we bought it very cheaply. | just

tiedi t. The guy turned me around in fro
| i ke it ?0 My Takeaittheof fs,ad dandi t hey wr
newspaper. It had seven vests with it: all kinds o€olors i pearl grey,

tan, white, black. We got home and | put the suit on for my stepother

to look at. And she started laughing. This suit belonged to a magician

who, unfortunately, was a hunchback. Anyway she fixed it. She made

me put it oninside out. She removed the lining from the back, opened it

out and made it fit. Then she sewed it up and put the lining back. | had

a tuxedo for maybe ten dollars with seven vests.

So | started working at the restaurant Pigalle for two hundred
francs a week, wherebeor e | 6d onl y -fdueT@Waoyeet t i ng
War | air aces used to come in there. Guinmere was the big shot, but
they all came. They were gods in those days. They had the Croix de
Guerre | oaded with palms for each pl a

14
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allowed to design and determine the color of their own uniforms. One

sonof-a bitch shows up 1 n pi nk!Manl ad

foyndédre for me! 0 Anybody that had t
In 1918 Saint Saens was in bourbon La Cambreau whicis near

Vichy for his arthritis. He was there with André Messager, another

composer. They were our best customers. My Dad played bass, | played

cello, and there were two violins and a piano. We played everything,

right up to condensed versions of operas. ¥ played light stuff and

heavy stuff but arranged for that kind of combination. And Saint Saens

used to come in to have coffee with one or two of his friends and a big

St . Bernard dog. He didndot pay much a

day somebody went @ him. There was a big hotel converted into a

hospital, and they decided they would hold a Mass for all the badly

wounded people who would b e carried into the church on litters. And

they asked Saint Saens if he would do an organ recital. He said no, bt i

they could find somebody to do the Ave Maria he would accompany.

or e
h e

They |l ooked all over and they coul dnd
thing is a cello. And so they got me .
with the orgaind sdghtldbe &@h etyher e i n the hi
went to see him in his suite and | s a
to |l ay with you next Sunday. 0 He sai
cello in i1ts little canvass <case. I s
with WeuZBai d, AYou know it ?tbatwas t ol d h
that . We di dnot rehearse. We went t

morning, and he just dragged his cane up and down the keyboaidthe

white keys. It worked. And then it came to be time for us to playYou

know, you just get a nod from the Abbe and we start. | come in right on

ti me and the accompani ment is going a
grating noi se. The Bbds not working.
are not on the whbhotheutd eoysissiomAnd| t hey Or
can hear Saint Saensmuttering; " Now wedr e buggered. |
those assholes fix this thing?0 And I

and I 6m trying to hit the notes. So wi
it was over | askedhim if | had played properly. And he tapped me on

the cheek and said, AYou did ivery we
i nstead of spending all t hat money on
bl oody organ?o¢6 In 1970 | went back to
pl ace and they stil] haveno6t fixed t h:

About that time | cottoned on to something else. At that time
there was another jazz band that came up. Some agent got a bunch of

15
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guys together. There was a Belgian drummer who spoke English. It was
in a roller-skating place atthe Alcazar next to the Ambassadeurs in the
Champs Elysees. They had a bowling alley like you have now. They
were the first to do that. So we played theré it was a jazz band. And
the drummer was making ten times what we were making. Ash | used
to watch what he did. He could playaons t e p . Hedd | earned
I donot know, maybe i n London. He wa:
day. We were working for maybe eight
going to get into that. So my Dad, he ma@lme a bass druni he made
the whole instrument, and it didnot |
this too. | was a lot better than that crap band was.
Around 1924 | was playing with a tango band agairi cello as
usual. And there was a band called the dbago Hot Spots. It was a
band that used to play on the riverboats from Chicago td&New Orleans
on the Mississippi. There was Vic Sells. There was a fellow called Tracy
Momma who played clarinet. Real Dixieland, but good. There was a
fellow called Webb sombody, a sax player. He left and another guy
came. Homer Vance Pybrock his name was. And Freddy Flick was the
banjo player. Again no bass. Anyway their trombone player got
homesick and left. So they asked me if | knew of a trombone player who
could fake. Isai d fAYeah, | 61 | get you one to
for me on cello and | went and pl ayed
know | played trombone. | knew every note that guy played. And |
knew the tunes.

Even | f I di dnot know makesit up,r o mb o n ¢
knowing the tune you knowi harmonizing. So | got to learn those tunes
anyway. I di dnot |l earn any jazz with

About three months before joining them | was playing cello, but | was
learning all the time through listening to what they were doing. There
was a big repertoire of what they call Dixieland. Everything was

Di xi el and at that ti me. You didnot h e
har moni zed three ways. This Dixieland
buttotelyou the truth | di dnot have to t

OK, but what | really liked was the life it made for me and the money |
was making. So | playedthemusici t was a means to an e
jazz buff in any way. | liked it. It was creative in a way, and to a certain
extent, as | started to write stuff for it, it was difficult too.

But the I i fe was the thing. I coul
years old. | could stay away from home because | was making money.
Thereds no klidd whno tdhoee swamdn | i ke to s

16
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money. And there were plenty of girls around toa even when | was
fourteen. Oh, yeah, | was an oldimer at fourteen. So making money, |
was able to get out of that lousy life. | came from a pigsty. My father

and his secondwifdé s he gambl ed the money. I don
she did with it. We were two men working for one woman, and there
was never any money for food. I got a

myself, but | was spending it on food. A kid should be db to buy
something he likes for himself. | was spending it on ham sandwiches and
beer. At intermission | would run one block the other way. | had just
discovered pistachio ice cream. | would take it in a glass and drink it.
The next day Isaddgetariotherone.t he gl a
Andre Ekyan was one of the first to play jazz. Also he played flute
before anybody was playing jazz flute. And there was Roger Fishback, a
very fine sax player who also played violin. He died quite a while ago.
There was another guywho called himself Harry parsons. His real
name was Henri Pruniau. There was a fellow who lives today in
Riverside here in Burbank called Maury Cutter. His name was Maurice

Cout eau. He was from Nice. I was VLeo
more un-American than that. We never got together in jam sessions.
Wedbd play on the job. There were some

fellow called Colleaubonner, is Swiss. There was a fellow called

Bergerer. There was Romans, who is still around. A good band could

have keen made in France with the people who could play. But there

was always one among the rest who co

money to get the guys together. To us the money was good because we

played with people who all earned much less than we did. Theyanted

what you would call a stari a guy who could stand up and pump it out.

But you coul dna@ tecegtdand even withnthdee brass

i nstruments and four rhythm. You coul

the guys that could play. There was a banl Ray Venturads ba

started in his band as a pro with a bunch of college kids. There was a

fellow called Bandale who played trumpet. Montaigue also played

trumpet. Eddie Foy played sax and there was a baritone sax guy called

Jean Gompel. Guy Pacquinetplayed trombone with him for a time.

Also Rene Weiss. | played with him a little bit at a few recordings and

things. So he got together a few elementsahcould play, but they were

manl y coll ege kids who werendt very go
Hugues Panassic started quiteagly you know. Serge Gliksen the

sax player took me to see him one day. He wanted me to transcribe

something for him from a record. He would work the record and keep
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going back because it takes time to get all those notes. So | would write
down the thingshe heard on records. Il wasnot |
to this or that record, but he wasa nceman you know. | |
remember whose recordings they were. Some could have been black but
some were white too. I canot remember
Matson was one, Sammy Lewis, an American trombone player, maybe
was another? | heard maybe four records in all, and not necessarily
good ones.

B this time | was playing jazz full=t i me . | didnoét pl ay
| played with those Chicago Hot Spots. Thehings | learned from those
guys! | 6d never seen anyone eat bread
did it. | also learned about Listeninei i t 6 s a di si nfectant t
canot |ut Vadso learnedhaboutthose ®D6s t hey wer e we
It was an underwear that has a little trap-door at the back. The girls
that we knew who went with those guys would describe the PVD. How
they laughed. In France, you see, we had shorts and shirts made of silk.
We coul dn ot gupseduld kaveeunderiveartthat ge@s through
the kneei all in one piece with all kinds of things which cross over in
the front so you could open it, and at the back there was a trap door
that you lower. Soon after working with those guys | left home and |
never went back. | knew a girl who went to Ostende to work. And she
wired me to say they were looking for a guy who played all kinds of
instruments. So | went there with the trumpet and the trombone. | left
home and | was only sixteen. The fellow that had the band had a drum
kit so | could play drums as well. | never went homeagain.

The theater shows had a big effedt Blackbirds and those others.
However, the first show to come was a white one. It was at the Marigny
Theater in 1918 and the only black element in it was the Mitchell band
and they were hardly concerned with the show. They were brought in as
an attraction for the bar when the people came in at intermission. They
put them on stage but they didndot pl a
the pit or chestr a. urddhEgy just layed thet even
finale like everyoneelse. The show played for abouad month and then
closed. Ir e member we di dnot get pai d. You
there and the ©place was ¢l osed. We
injunction. | came the next day and | got my bass druni the one my
father had made mei my snare and all my other stuff, and Louis
Mitchell said to me, AHey kid, youobre
spoke English after a fashion. | had learned it in military school with an
English instructor. Mitchell got a big kick out of that because | was a
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good scholar. Also he liked me becae we played the same instrument,

and | played the show on timpani and opened his eyes too. We respected

one another. I did things he didnoét k
had never heard of. We were friends. |
came inand t hpklyng inethe bar. | loved those guys. Frank

Withers, he was old enough to have been my father and | was like a son

to him. We talked music. | was fortunate to beable to speak Englishi

that was the thing. And | told them where they could buythe salami or

where to get a slide fixed. | was one
started that Tempo Club, they invited me in. so anyway, Mitchell says to

me , AYou want to get your money? Co0 me
fellow either by the name of Hekins, Hawkins or Perkins i | donot

remember which. And Mitchell was a big guy, with a thin waist like you
and broad shoulders. So we knocked on the door of the office. And they

sai d, AWho is it?06 He says, ALoui s Mi
doororl 6m going to break it down. 0 So
not hing | can do for you here?0 And Mj
or |l 6m going to shoot t he | ock of f .

gentleman. Anyway the door opened and we got in. And the fellow
starts to give him a song and dance you know. So he pulled the gun and
sai d, AYou owe me so much for the ban
So | got paid.

The cats in the Mitchell band, they saw what was happening in
the pit orchestra. They had found out that | was fixing the
arrangements more in the manner in which they were playing the same
number s. And they said, nHey, you go
Smith couldndét have put down what he
a guy that can hear us from theother side of the room, and he can fix

it.o At that ti me I was playing dr um:
over and visit our club, wed&admy make vy
trombone under my ar m, Il n those days
madeoutof mendés trousers. You put the ho
the other, and t hatAnpvaytl vent aleegyand t was

there was Maisie Withers practicing the piano and she had a trombone
on the floor underneath. And Frank was there. He usedat play with

her. So he said, AHey, wedre going to
| played. So | started to write stuff for the three of us. The Tempo Club!
That was the name of it. |t was upsta

Waltham had the band. Members could go to the Tempo Club and
drink T no license you understand. There was a big black guy. Where
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they got hi m | donot k now.callldshorwa s

order cook. He did all the stuff Americans like; hash and chile con
carne. To me t was American. | wanted to come to America so much,
youdbve no idea.

They started a thingi Frank Withers and some other guy. They
called it the Synco Symphony. It was kind of an orchestra. About fifty
guys. Andit laid an egg. They had gotten all the viaohists who played in
the tango bandsthat could play rhythm instead of just schmaltzing

awayi because the real tango is very

a

c |

i nfluence. And we 0 d wor k wi t h t hi s.

arrangements which were very tever. And | went and played trombone
in that club there would be a lot of sitting in. Other black guys came by.
It was the first time | heard jamming going on. We just sat there and

pl ayed the tunes that we knew. They

gues AHIi ndustan, 0 was already i n.
more sort of ballads and the tunes that were in vogue at the time, but we
improvised on them. This would have been around 1920. | remember it
was from that club that | got word to go to Osende and play that job.
Then | came back. Then | went to Germany and the money fell down
and | came back to Paris and resumed with those fellows.

I canot remember the names of
There was one man, a clarinet playei SidneyBechet. Iheard him. He

pl ayed great. But | dondét remember

by for a beer maybe, but | di dnot
| heard him play where he was working because you could hear it from
the outside. It was on the Rue Caumarti. It was with his own outfiti

five musicians maybe. Those ¢l ubs

little contract as well as his job with Sissle.

In those days everything was new to me. Tom Waltham, who
wor ked i n Zel Ihe Tempo alubdwas arfieeanmusician. He
played good dance piano. He would have made you dance just playing

the piano al one. Hedéd pull t he ti

would get the chord and with the top note anticipate down to the chord.

I h & lkard any black piano players other than Parrish who played

with that band. But he never took any solos. They played the tunes all
together. They never stopped for a solo. So Waltham was the first
pianist | heard who really played differenti American. He composed a

lot of tunes. He must have made a lot of money in royalties. He died
recently.
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When the black theater shows started to come iin | di dnodt S e

most of themi | was working, and not always in France either. | was in

Germany. lwasinSpain.lwa i n Tur key. So | wasnoét
do remember one show. That wa8lackbirds. There were lots of shows

that followed it. Blackbirdswas in 1926. At the same time there was Paul

Whiteman, Noble Sissle and Sam Wooding. The following year it was

Irving Aaronson and his commanders with a white show. It was 1927. |

remember Cole Porter wrote the music for that Aaronsa show. Fred

Waring was at the Anbassadeurs i n 1928 with a
know where they had theblackbirdsb ut it wa snhaSadeuast t he
Il n 1929 | dono6t know what was happeni

1930 | was in England. 1931 | was iouth America so | lost track.

As far as the black shows and the dancing in those showsere
concerned, the types | saw in them until | caméo America were the
type you saw in the minstrel shows. They wore baggy pants, although
they wer endot diasel nmgeupt lhnaver sdwl Negrdes in
fabulous suits until 1| came to New York. The ones in Paris did
humor ous danci ng.foolfon thg eel and thensise thé hei r
other footto pressi t down agai n. Theydd do the
Adambés apple and the tie that wobbl es
their heads and they did tap dancing. They were very goot not just
better than whites, there were no whites doing it.

There was a fellow in France who was famous. His name was
Harry Pilcer. He was a dancer and he liked jazz. He used to work with
the Dolly sisters. And he also worked with Gabby Deslys. | knew Harry
very well because lused to fix up the orchestra parts for him. One night

he6bd come and hedéd say, AHey, you di
written down, you see. We used to improvise a lot of stuff for those

peopl e. Really he wal ked arouapd doin
dancer . So hedd just glide around t he

head and fall on hisknees on the floorThenh e 6d st r ai ghten hi
again as he put his arms down. That was his big trick. Girls used to do

the same thing. They would do a backwas thing and then stand up. So

Harry would slide around the floor doing a one, two, three and slide a
l'ittle bit | ooking at t hieweddopdlreesassdi.
He had a pearl worth half a million dollars. | picked him up one day on
SunsetBoulevard years later. He told me he was waiting for a cab. He
wasnot wa cab;ihenwas Wwaiting forma bus. So | gave him a life

and we talked. They were making a picture about the Dolly Sisters and

they woul dnot hire hi mCangoudmgineg?nyt hi n
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They do a picture about the Dolly Sister and nobodyants to hear from

me. 0 Back in Paris he had his own cl
Negro musicians playing for him. There was a fellow called Seth Jones,

a drummer, and a fellow calledVance Laurie, a sax playefi real great.

| never heard of either of those two guys again.

As far as the black shows and the dancing in those showsere
concerned, the people who could affor
anything from them because they were dummies. Some of the kids may
have been able to get something out of it, but not many. So it was
strictly the music that did it. Of course at thattime there were no sound
pictures. But there were American tourists. They were the ones who
brought the Charleston, the Black Bottom and the Varsity Drag, etc. so
the gigolo dancers in those places would look and look and the next day
you would see them dong somet hing youitwasul dnodt
awful. The next day | could do the Charleston because | was a dancer.

And | would teach the gigolos at the Perroquet the easy way to do the

Charleston with another person. I don
by themselves, but the step the way it was, turning the feet.
|l didndét know Bricktop personally.

expensive and functioning at the same time as | was working. And they
werenodét the sort of places ingtamee.lcoul d
knew of her. | never saw her to tell you the truth. She had the place. She

moved around quite a bit. She ha d a club that was closed for some

reason and them opened another. She was a personality. She knew

every American that came in, but shenade herself well known and she
could bring o6em in. Joe Zel Il i had a
American came inT he used to say he gave them the Royal Boxthat

was his phrase. And he was an lItalian American who went back to

France and started that phce. And it was a jazz place you knovwExcept

it was limited to just that one band. But anybody could sit in. It was

Tommy Waltham. It was a white band, but black guys would come in

and sit in. It was Tommy Waltham, Freddy Holt, the drummer, Billy

Williams on alto sax, and Emile Christian on trombone.
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Emile Christian & Arnaud, 1929 Emile Christian & Arnaud, 1970

It was really a jumping place and he added another orchestra who
pl ayed tangos. It was called the Ad L
too expensive. It was in Montmartrei Rue Fontaine. And you couldgo
there and four guys could go and have a bottle of champagne. And that
woul dnot Ki | | you then you know. And
woul dnot be any <cover charge. |l n t he
four girls and four fellows who pretended to be catomers. If there was
nothing happening nobody came in the place. If they saw somebody
come in theydd dance together because
got things going. The music was basically fox trots. It was pretty formal
stuff but it was already very jumpy.
I had a band at a place called the
Pigalle. | ran the band there. Roger Fishback was on sax, there was an
English drummer whose name | forgot. Ittells you how we got that
band. | was working for a man called Jimny Lennon; brother of the
Lennon with the society orchestra in New York He had a brother who
played pianoi very inexperienced and very bad piano player. And we
had trumpet, trombone and saxophone. | forget the name of the
trumpet player, piano and drums. We got a job through this Mr.
Lennon and his brother the pianist. And collections were made twice a

night for the orchestra. We hadnodot si
sai d, AWe participate in this. |l tds n
take up a cdlection. They make it for the orchestra, and we are the

orchestra. o And he said, AWel I, you s
You work for so much a week and thato
see the Dboss. I sai d fHowrchestraawitd you |
another drummer and anot her pianist?o0
sai d, AHow much do you get now?o | S
AHow much do the other two guys get?0
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sai d, A | have to bredalert h evbocttgmextsa ot w
night we got, like a solicitor, who makes a stipulation that at the starting
time the orchestra is not there. The brotherswere there, but no
trumpet, no trombone,and nosaxophone. We didnot S h
broke the contract with them. And an hour later we brought the pianist.
It was Freddy van Rupp the Dutch guy who was with me, and that

English fellow who played drums and s
McChree. 06 So | sai d, AWe got two Ameri ca
weusel to say, AWhere you from in the

used to say, ARCl evel and. 0 He had neve

was a nice clean nightclub. At one time | think it was one of the Voltera
brothers, Joseph | think, who owned it. And he had anan, a personality
guy who would dance with his partner, Maurice Mouvet. He had been
one of those like Fred Astaire guys who did the orstep, the two=step
and the waltz, with a girl. | forgot her name, an English girl, beautiful.
And the tulle dress, youknow. So that was the only entertainment apart
from the band. It was a place where people went to dance and eat sort of
a supper and champagne.

There was plenty of improvising in that band. The trumpet was
strictly a guy that plays with syncopation. We waoked it out a little, but
It didndét take off. But Fi shback and
stuff.

| was at the Kit Kat with Jack Hylton. And one day | was driving
home along Hyde Park to Victoria, where | lived. And | stopped my car
and a cab pulls upand stops right at the back of my car and a fellow
comes out and he orders fish and chips. | was eating mine right there in
a newspaper. And he turned around’ he had been at the Kit Kat. He

sai d, AYoubre the chap who plays tromn
AYes sire. o And | sai d, AYoubre the ¢
with my band at the Abbaye Thel eme in
something |Ii ke that. And it was the P

notice of it. | had worked at the Ambassaders, where we had the
Prince of Wales, King Alphonso Xlll of Spain, and King Carol of
Roumania. They were customers there. And Elsa Maxwell was there,
Chevalier, and the Dolly Sisters. They moved around, you know.
We did one party Elsa Maxwell organized fo Rothschild. There
were some Americans in Paris more or less stranded and they were
friends of Irving Aaronso and his Commanders and they had booked
his band to play at the party and th
band together fronted by a man namedMaurice Loupiau. He was a
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danceri very tall and thin. And he jumped around in front of the band.
He was a very handsome boy. And there was Danny Polo playing
clarinet and Dave Tough on drums. He had lost one of the pegs that
kept the drum from slipping. So he had put a glass that would just catch
one of those metal rods. But while playing, the drum would move and
each time he would hit the cymbal, the whole thing would turn around,
and everything would spill on the floor.

Elsa Maxwell was a hustler. She @ them to spend money and got
most of it herself. Gloria Swanson used to come to those affairs. She was
married to the Marquis de la Falaise. There was a womaii Pearl
White. She had been in pictures and lived in Paris. She was ifhe
Pearls of Paulineand all that stuff i those serial things that went on
forever.

l 6dm trying to think of t hottat names
might have beema little later. Because | spoke English | knew some guys
i Americans that | met. | would live in a hotel in Montmartre when |
was away from homei | was about sixteen or seventeen already. And |
would meet some guys and they would say they wanted to buy

somet hing. | 6d say, Al 61 | hel p you. o
me at Harryoés New Yor krBar? catSof ilvevowd
there at five and | 6d med¢hatl Hlde mguy aan
the club. I me t Fitzgeral d, JoyceéThe

the time. Bennett Cerf, he was a publisher for Random House. He died
recently. But he had hisfling. | never met Hemingway. And they were
| mpressed because | knew Mauri ce Rave
ti me | h ad played already at Proust
themselves. Not the Expatriate$ some other name. Gertrude Stein was
one ofthem. | never met her either. | want to tell you, to me it meant
very little at the time. | was no more impressed by those people at the
ti me because they were very young and
It all happened later oni forty years later, maybe fifty years later. But |
knew them. Youdd just see them at the
brilliant there in a bar. Theydd say,
was a long hangover for most of those guys.
From 1924 to 1928 | worked with Ravel, esept for a little lapse
for a few months when he came back in 19277 he made a tour of the
United States. But he came back and took up where he left off. Let me
tell you a bit about that Boeuf sur le Toit. It was in the Ruse
boi ssyddAngl ai ano tedmhoé Wienervaradsdoueet. They
played ricky-t i cky pi anoébut they were good
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They played during the cocktail hour and the dinner. Then after that a
bass player, a drummer and myself wou
for dance music There are a lot of things written about Les Six. | never
saw all the six there. | saw membersf Les Six. And others who were
not members of them as a little group.

When Ravel and | worked together we developed some rules,
loosely speaking. Things that e fashionable, things that one should
avoid, playing loose syncopation instead of the jerk kind which was
fashionabl e. So he got that . And t hei
some tunes the way you do. And I édm go
doing arpeggi os and not doing scale. 0 Wedd
chromatic, so you had E, Eb, DDb, and C. | analyzed it after, to see
how | could explain that. And | found out that there were some pretty
concrete things that almost made a rule. Ravel was tryintgp understand
what | was doing. That might have been the only club he ever went

toé.that pl aceéAnd | never saw him an
the Abbaye Thel eme, I used to see Rub
bottle of champagne and some nuts. And en probably went t other

placesi al ways al one. I donot know for wh
getting drunk or anything. Hedd just |
| ook right and | eft. Hedd never speak

listening. He wasnever affected by it in any way that | know of. He
enjoyed the atmosphere | guess.

Ravel wrote the rhythmical Bolero. The way i todés writte
Spanish than jazz, but for that matte
piece either. ANSwe oti eLlee o Tihheymaote d ijtad
have made them so. Anyway, | tried to make my portion of th&olero a
jazz piece.

Mi | haudds interest i n jazz was to

the Americans. Listen to hisCreation of the World.If | were going to

write a symphonic piece in those days | would have got the ideas from

the Americans but not the notes. Not
Garden Bl ueso he piunritten by Sgefcer Willianmtsi ng o f
who also was in Paris. Ravel was the best. Heas the most interested

and the most appreciative of what was being done. | learned a lot from

him too. | 6d study and analyze his sc
was the orchestration mostly. What to double, what not to double.

Where to find somethirg better to do. He never acted as a teacher, he

was like a friend.
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In 1927 | was conducting an orchestra at the Bouffes Parisiennes.
We did good shows there, you know. Legitimate things. With a
legitimate orchestrai no jazz, nothing like that. And then lused to go to

the Perroquet and play jazz t i | | five o06cl ock I n tl
sometimes you would see me in the church on the Boulevarde St.
Mi chel, St . Germain des Pres. And web

play with him for something that maybe he lad written and so forth.
After having conducted the show and playing till five, I am in church
there playing the cello. But | would say the most enjoyable thing for me
would be nine till five at the Perroquet, playing jazz. It was the freedom.
Making a living and feeling that | was a free man. You played the notes
you wanted to when you wanted to. You used the position of the slide
that you wanted to.

Of course | had a lot to do with the band. | was the arranger. And
| called the tunes youknow. calledthe shots. Gluskin had the band and
he had a very good band very good players in it. A lot of American
fellows in it from Detroit. There was a fellow called Russ Goudy. Much
later, he played and | played with Zinky Cohn the pianist and Nat King
Co | erdther, Hddie Cole. He played bass with us. And he played good
jazz piano. He died in Hawaii | understand. | never saw him since.
Zinky was with the act that | came with to Americans Arlene and
Norman Selby. Before he came to Paris Zinky had replaced EaHines

with Ji mmy Nooneds Orchestra. So |1 6d
want to go and jam some place?0 And w
hedébd play real great. Wedd just pl ay
finished the show things were jumping inlotsof c |l ubs. Wedd fi

club where thereds nothing much happe
the Dbl ues. HeoBamli tAndet tdhhmmrwesdd go.
through he hits another. Wedd play ga
very good.

Gluskin started by joining a French band. He was an American.
He was a drummer. He joined a bandi the names name was Paul
Gazon. He was a saxophone playér great technique, lousy tone, but
great execution. The band was French and the only American was
Gluskin. Gluskin worked his way. He got the band away from Gazon.
He got some guys from Detroit to come and work. Gluskin did great for
himself. He had a brother who was a criminal lawyer who worked
things out for him. He was head of CB
fadedaway. You see he hadabunchiguy s who di dndét want
in music necessarily. One was Ted Gobal, who owned the Brewery. He
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di ed, Gene Prenderpbast aamenbaalbw. Hel@
pianos now to make a living. He played alto before but aen we were

jamming the other day there was a tenor lying down and he picked this

tenor up and wow! He played great.

We had a regular job at the Perroquet. That was the most
fashionable place. Thatds where Loui s
We 6 d @ymg far Inightclubs 7 midnight supper and dancing. No
show. We played straight jazz. The other band played the waltzes. They
played passadobles, tangos, maybe a waltz every now and then. But we
played solid jazz. And we took all the choruses we wanted. Naody
could get in the place to sit inl'd go and sit in those little clubs where
you could afford to have a ham sandwich and beet.could only see the
world through a ham sandwich and a beer in those days.

| got to know Cole Porter. | did his first pianoc o py of @A Begi n
Beguine. 0 The thing Eddie Haywood mad
me he was great. heard plenty of things about Cole Porter. | met Cole
Porter in Paris. He was a rich man, very elegant, very society conscious.

Not necessarily a snb. He was a man who enlisted in the French

Foreign Legion you know. He was very gifted. He lived at the Waldorf
Astori a. Thatos where | saw him afte
ABegin the Beguine. o0 We were to do it
piano copy of it although they were doing it in the show already. So |

made it and then they did a piano copy of it. | did it in a Latin version.

Nobody heard of the beguines there in South America. It was Brazilian

and it was also Zhaitian. | had seen the Ball®&loir in Paris where they

played beguines. When | did the Waring arrangement | sent him a copy

of it. | only spent about two hours with him at the Waldorf. In Paris |

spent more time, because he was at the rehearsal of the show. He was a

very refined, verygr aci ous person. We werenot
guestion of a very rich man whodéd wri
guy who played trombone in the band who did a little arranging for
straightening out t hings. He wasnot !
But he was a smart pianist. He had a
Berlin who can play in only one key. Irvin Berlin had a piano where he

could switch the keys around. As far as jazz was concerned, he had the

feel that all Americans have who write the syncopation of it, not the

notes necessarily. They just fish for something different. Hoagy
Carmichael was much closer to jazz than any other composer except

Harold Arlen. Arlen used to do all those Harlem shows. He was a very

gifted man. He loved thedi om and he knew 't he I d
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Weat hero is an Arlen tune you know. H
know the blues at one timel most blues singers were white, Jewish
women. At one time they were more numerous than black blues singers.
Sophie Tuckerwoul d have been a Dblues singer
living out of it.
| was with Jack Hylton in 1929. While | was in England | used to
fly over to Paris to play jam sessions with Joe Hayman. There was
another guy with him called Edwin Swayzee. He lateplayed with Cab
Calloway. For a long time | thought Hoe Hayman was Ben Carter. | was
doing a radio show from Paris every Sunday. At that time there were no
commercial shows in England. At the end of 19130 somebody got the
idea for a program of dance musici | think it was the Barley Soup
people or some cigarette firm, | forget. So | used to fly to Paris with the
mail. There was a guy there called Felix Passeron who played tenor sax.
Later he became the percussion teacher at the Conservatoire. He was
also plying drums at the opera. He sometimes did recordings as an
extra drummer with the London Symphony. He contacted the musicians
| needed. | would send the music on ahead. Then | would come over to
rehearse the band and do the show. That was Sunday afternaon
Afterwards there was nothingl®6d do So
to the Abbaye T hhrywhermeknewrall theenudicians s
so | could go where | wanted. Most of the trombone players were guys
that sat there and played from the stocks. Sbcould go anywhere and

be wel come. | woul dndét go to the big
sometimes theredéd be Dblack Americans
o6clock in the morning.

| was always especially glad to play with the black guys. It was
always better to play with them. In the first place | liked to speak
English. Talking about jazz in French always seemed to me to be
ridicul ous. |t di dnot r i nfigst ehding. eo. AHey
That meant something. The language has a lot toodwith it. In
American, even today, musicians dress differently, talk differently, they
even shake hands differently. |l t6s an
spot as first trombone with the Boston symphony. | turned itdown.
What | was doing with FredWar i ng wasno6t very gl amor
making more money. When Waring heard | was going tdeave and go
with the Boston Symphony he gave me an extra fifty bucks a week. So |
di dndét | eave because | al ways watched
manager oran agent. | did everything myself. Besides, | liked the jazz. |
never let go of illegitimate music.
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The Fred Waring Brass Section
Arnaud 1* on Left

Before | went to the States | went to South America with Gregor,

Stephane Grappelly was with wus, but
exactly a cagey guyb u t he didnot have any frien
knew of . Not t hat they didnot want t

were there we had Michel Emer and Stephane Mougin as pianists. We
enjoyed going to a place where there was a piano and jamming but
Grappelly would never come. He had other things to do | guess. He was
a dull boy as far as the orchestra was concerned. We had out jokese
never did. He was very talented. He played piano very well for the jazz
stuff.

Eddie south was the best on violin aroundNobody played the

violin the way he did. I used to see
there to play or sometimes he worked there. | never played with him. He
was incredible. Hedd never do the s amg
hit him. It was so sweet and in such good taste and good jazz. Even in a
sl ow tune. He could play a fast tune

expose the real beauty of a tune and whatever notes he added were just

gems. Eddie south was like Coleman Hawkins. Grappelly wasguy that

liked to play a lot of notes but Coleman Hawkins never played sixteenth
notes I n hi s l' i fe and I f h e pl ayed
indefinitely. Eddie South concentrated on the beauty of tone and the

feeling 1 never went for the tricky stuff. Now Grappelly had his own
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styl e. Hedés playing great today. | n t
own style.

After Gregor | went to the States and joined Fred Waring. There
I met Jack Purvis. Jack Purvis put his head in the gas oven. He called
somene first. They called the police and they came to get him. If they
catch you in the act of suicide they take you down to the station and
charge you. So they did j usttakiighat . T
youdown to the stati on. coatdreDosyyauiwdnt AL et
me to die of pneumonia?d You know wha
the Roxy Theater he got himself an apartment in an adjacent hotel. And
he put it in the newspaper that the first trumpet with Fred Waring had
inherited a lot of money.l t wasndét true of course. ¢
and he says heds Jack Purvis He al way
an English great coat with an inverted pleat at the back and a sort of

hal f bel t . Li ke that h e al ways Sshow:
same body . He sai d, Al want the best sui
to him and he finally said hedod take
furniture. So he went to Ludwig Bowman and he bought himself a bed

and everything. He di dmwats dgiaMy . heuwasb

valeto and he showed them the piece
inherited 350,000 dollars. So they delivered everything. He even rented
a harp. He di dnoét play the harp but h
stayedtherei he di dmady pawnt. He didndt bot he
that. We played that engagement for exactly six months. So Purvis
leaves a month before we did. First he got about a hundred dollars out
of everyone i n t hei l&kmed the gdy Buthe dat 0 t get
evaybody else. Everyone thought he was loaded so it was OK. The he
left town and we never saw him again. Some guy!

We used to go to Adrian Rollinids ¢
some hotel around 48 Street. That was the place where Joe Venuti bust
the teeth of Johnny Davis for no reason at all. We were having a good
time and Joe Venuti resented it. Anyway, we used to go to this place to
listen to the group. It was Adrian and his brother and guys used to sit
in. Sometimes Purvis would sit in or some ahe others would. We also
used to go to the Famous Door on 52Street. It was speakeasy time you
know. | loved New York when | first came there.

Il was with Fred Waring but | wasnot
just arranging. Waring had a fellow called Listock who danced. He
d i d play aninstrument; he just held a trumpet or something. He had
an act with Dan Dailey. Heused to teach Judy Garland how to dance.
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He was a fine actor. We were rooamates. We werein Chicago. We 6 d
finished our part of the engagement S
two take a couple of days off before we finish here? You can drive my
car to New Orleans with Listock and vy
So we did. | had my trombone with me. Andwe got someplace
Louisiana somewhere. And there were these black guys and women
picking cotton. And this guy Listock played a little guitari he knew a
few chords. So he gets his guitar and | got my trombone and we take off
on a blues right there in the field. Nothing! They still go on picking
cotton. They must have thought, #fAWhat
| was with Roger Wolfe Kahn. His father was a millionaire who at
one time was practically supporting the Metropolitan Opera single
handed. Roger waste guy that wrote that tune
played several instruments, not well but all the same pretty smart for a
rich kid. He knew what was going on in the orchestra. We made a few
records. He had good arrangements. It was a very good band. There
were three saxophones. There was Arty Shaw, there was a fellow called
Max Farley who played clarinet and oboe and there was Larry Binyon
who played tenor sax. We had Chauncey Moorhouse on drums and
Charlie Teagaden was one of the trumpeters. | was first trolvone and
the other guy was Danny or Andy Russo. | never remember which.
Perry Brodkin was the guitar player. He was with Russ Colombo later. |
think that the pianist was Marlin Skyers. We opened at the Fordham
Theater. Then we played the Palace, which issahigh as you can get in
New York T the best gig in vaudeville. On the billwere Ethel Waters
and her pianist Art Tatum. And we had a music room downstairs where
the orchestra tunes up and where there was a piano. We used to get
together and play. That wasthe time they discovered the whole tone
scal e andaroueddngprovismgon that. It fits with practically
anything. | would put some bass notes down on the trombone and
sustain them to make the scale | ess ¢
better. They would play it all waysi in thirds and picking odd notes but
just keeping to those six notes of the scale. And Ethel Water would come
down there and sit and knit. She had the most wonderful smile. She was
a wonderful singer in that style. Sheusetl 0 s i ng @ Stionotmy Wet t
weather, wetter. It was so natural. Not forced like Yves Montand. She
was very Southern and very black but very good. She wasagnificent
in Cabin in the Sky.
The quality of the black guyts i1 s 1t
close to them because | spent thirtgix years confined to the studios
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doing something entirely different. When it came to doing a jazz scene

for Hollywood we used the guys from the studio because they were

good. Anyway, when | was with Waring we useda go uptown. There

was little Frankie Zulo. Purvis, the three trumpet players in the bandi

they weretheswingers and | used to go with them.
from the show and wedod -ghaw. Usuallykthar | em t
band was Don Redman orFletcher Henderson. There were a lot of

bands that were very good. Those floes hows wer e amazi n¢
always been dreaming about that kind of entertainment. | was a sucker

for tap dancing. I used to see two gu
remember their names but they were great dancers. You very seldom

see Sammy Davis doing it now. He jogs along these days. But the

Sammy Davis girls are still great. He lent them to a show with Isaac

Hayes which | pl ayed and | 6ybkrokmever s
themselves in two jumping over chairs and then they did a thing where
everybody does their own step. That 6s

number and another one starts. | like it when they have those groups
and all the girls take turns dancing wih the others clapping and
cheering them on. o

Arnaud and Hollywood

Arnaud in Hollywood

Leo married Broadway actress Blanche Baw in 1934. Through
her connections they soon moved to Hollywood. This was the beginning
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of his career orchestrating for the movies and his importat role in the
A MGM Y eilahe &Saden Age of movie musicals.

His first orchestration for a musical wasborn to Dance.It was
released in 1936 and starred Eleanor Powell, James Stewart, Virginia
Bruce and Buddy Ebsen. Many maoa e wer €
activities included an arranger, composer, vocal coach, and conductor.
Leo says, AThe T everytling | wrdte thag had sondei d
dance stuff or jazzi four trumpets, four trombones. He used the 8 man
brass section when writing for born to Darce. While it would be
impossible to name all the movies Leo worked ohto name just a few:
Gone with the wind, Captain from Castile (1947), Gilda (1946), One
Touch of Venus (1948), Easter Parade (1948), Stars and Stripes forever
(1952), Seven Brides foreven Brothers (1954), The King and | (1956),
South Pacific (1958), Dr. Zhivago (19655nd was nominated for an
Academy Award for The Unsinkable Molly Brown (1964).

An Older Arnaud An even older Arnaud

Ravel, Vauchant & the Bolero

Ravel was one of the fir syweofcompose
trombone playing in some of his compositions. Vauchant gave us a
unique insight into how Ravel meant his trombone parts from 1924
onwards.L6enf ant et | es sortil eges, Bol er
and the Piano concerto in G minorall have lyrical trombone passages
with some kind and aspects of distinct jazz influence, whereas none of
Ravel 6s music before this does. The
Bolero.
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During his visits to Ravel Vauchant performed theBolero for
Ravel privately and also in the preview performance of the ballet with
the Monte Carlo symphony and the Ballet Russes in 1929 for a small
invited audience. Vauchant was said to have performed the solo with a
lot of vibrato, no articulation when this was possible, with no glissandi
and with some mordents where he felt it was appropriate. Vauchant
remembered that Ravel wanted the solo
woman singingbarec hest ed as she put out the |
recalls that Ravel was fascinated by the way that the solo beings using
the first two slide positions, then adds a third, then a fourth, fifth and
finally the sixth position.

When the solo was performed by Andre Lafosse, the principle
trombonist of the Paris Opera, Ravel wasinhappy with the rigidity of
the solo and told him to Ado I i ke Arn
included some glissandi, but this solo and recordings are significantly
different from those used nowadays.

Edward Solomon has written on the trombone ancs t at e s : AThe
positions used in the solo will depend entirely on the player. There are
many alternate positions which can be used for the very high parts,
though once the line descends below E in thd" ®ar, the positions are
more typically going to be the shortest available. Reaching down to'6
position for the | ast note. o

Ton Erwin also has written on the solo in Bolero:

ARThere are many challenges in perfo
waiting through so many fdverseso bef
perfectey@bbulelnst r ance, usi ng an excell
maintaining accurate control as the pitches descend. Also keep in mind
that this solo has long phrases which may require the performer play
louder than they might like. In relation to that, it is important to keep a
good, full sound throughout, especially at the end. The glissando to the
high Db is also a challenge.

Some extra breaths will be necessary if the general dynamic level
of the orchestra is high or if the tempo is slow. | preferd breathe after
| ong notes as one wusually does. | 61 |
in measure 5, not because | need a breath at that moment, but because |
will need it later. | also usually breathe right after the middle C, after
the middle G two bas later, after the Eb, and after the low Db if | have
any doubts about a strong finish.
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| like to use vibrato in this solo, and in this range my safest

vi brato is with the slide fna | a Dorse
note. ltcaneasilybed&i s wi t ched offo i f the conduct
Vibrato should only be used when playing this line solo. When the
trombonistsplayi t wi t h other i nstruments one
the final Averseo the perfor mer can
remember to blend and balance, not compete. Most conductors will
want the final Aglissandi 0 as writte
scooping into the beatséTwo final ti

variety of tempos so that you are prepared for anything. Checkitches
with a tuner, as this is an uncommon scale and an unusual range is
i nvol ved. 0

The solo contains some syncopation with some notes playeda
portamento style. Arnaud remar ked he ¢
vibrato on certain notes. There is nodoubt that the solo is jazz
influenced and is one of the hardest trombone solos in classical
literature.

George Broussard interviewed Arnaud and wrote the following:

A Dr rtnaudsuggestsstaying in the first two positions until bar 7
(Ab). In bar 9 the F1is played in raised fourth and in bar 12, he uses
raised fifth for E1. The second F in bar 15 as well as the one in bar 16 is
i n sixth, Ravel wanted to do one posi
sixiitds the right or der . sdtheseventh, but
position and Ravel said to me in French (expletiveeleted)the seventh
position.

Leods singing and playing use Vvibr
jazz style, the Bflat, C2 and Db2 in bar four are accented heavily and
the final notes of the rase (bar 7) are eased back to release tension.
The accents in bars 11 and 13 are fairly heavy also as is the accented
2nd sixteenth of bar 14. Accents on the"? beat of bar 15 and the 3
beat of bar 16 are used to build into the coming tutti passage.

Ravel felt that the trombonist who was to play the November,
1928 premier was playing somewhat sti

Leo, d o a Alltheé fellove couldatlzink ofavere glissandos.
di dnot do any. I p ut S d ik titi Insaid s o me
somet hing, thatdés all .o

Composers are always looking for new styles in incorporate and
use in their music, then often go on to other newer style. This is a
natural experience and the jazz style used by Milhaud and the others
soon, after lkecoming an example for American young composers, went
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on to other ideas, with the Americans developing jazz into an exciting
new style that continues to progress and develop.

Another account of the relationship between Ravel and Vauchant
was given in a leture/recital by James Campbell:

AThe second stage in the evolution
trombone writing came when certain composers recognized the
importance of this shift in the approach to the trombone and began
using the @newe playingin tkeir compogitions. MRavein
is the ideal example of this. We have a unique insight into how Ravel
meant his trombone parts from the 1920s to be performed through
scripts of conversations with Leo ArnaudVauchant. In 1924 Ravel
heard Vauchant peforming jazz trombone at the popular Parisian
nightclub Le Boeuf sur le Toita n d was fascinated by t
pitcho that Vuachant was able to ach
interested in the exotic and unusual, he invited Vauchant to his home in
Montfort -Lamaury, in order to find out more about this style of
playing. For the next four years the two would cook and discuss music
al most every Friday night. Ravel 6s ms
onwards, L6 Enf ant et | e sthefancetoifor Rapelseftf Bol er
Hand and the Piano concerto in G Minor all have lyrical trombone solos
of some kind and aspects of distinct jazz influence, whereas none of
Ravel 6s music before this does. Vuacl
insight into how Ravel intended his trombone solos to sound as he
performed them for Ravel before anyone else did. The most apt example
Is the solo inBolero.

Vauchant performed the Bolero solo for Ravel privately and also
in the preview performance of the ballet with the Monte Carbd
Symphony and the Ballets Russes in 1929 for a small invitedidience.

Descriptions of his peformance (no recordings were made) indicate

that he played it with a lot of vibrato, no articulation when this was

possible, with no glissandi and with some momehts where he felt it was
appropriate. He said that Ravel want e
gypsy woman singing barec he st e d as she put s out
Vauchant also reports that Ravel was fascinated by the way that the

solo begins using the firstwo slide positions, then adds a third, then a

fourth, fifth and finally the sixth. When Vauchant pointed out that it did

not use the seventhposition, Ravel retorted fiexpl et
seventhposition. 0
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The orchestral premiere of Bolero and two original recordings
from January 1930 with Ravel conducting featured Andre Lafosse,
principal trombone of the Paris Opera and future Professor of the Paris
Conservatoire as the trombone soloist. At initial rehearsalsRavelwas
unhappy wit h ity e the sosnkodessolo and toldl him to

Ado | i ke Arnaud, do a Ilittle jazzo. TI
of to impart a jazz style was to include some glissandi, which, according
to Lafosse, hadndot been intendded by KR

by Lafosse is the same in both recordings, but is significantly different
from those used nowadays. We also have a good idea of the slide
positions used by Lafosse from Jean Douay, current principal of the
French National Orchestra, who claims that hignterpretation is correct
as he learnt it from Lafosse.

In preparing the final version of the score forBolero, Ravel added
some glissando to the trombone solo, possibly to aid orchestral players
in achieving the jazzcoloured style he intended. These gsandi have
become entrenched in the modern performance of the piece. In general
nowadays a Tommy Dorseyike style, sound and legato are
acknowledged as being important for the character of Bolero
everywhere outside France, condderede AnAcor
to be the Andre Lafosse. Style. The improvisatory freedom to add turns,
use extreme vibrato and add glisslandi etc. at will are, quite
understandably, seen as being inappropriate, despite the fact that Ravel
was partial to these in his originalconception of the solo. A prominent
American trombone player reports that after first hearing from
Vauchant how the solo was originally
Vauchant 0 and the conductor nstopped
thatdos nohat hiet wages, candét you read

[
t

The trombone cadenza in the usual performing edition
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Band Leaders not well known in Our Lifetime but famous in the 1920s
Vincent Lopez, Roger Wolfe Kahn, Paul Specht

Vincent Lopez

ALopez Speakingbo

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

His father was Antonio Lopez, born in Portugal he immigrated to
New Yok City and had a success as a piano teachdde married
Baroness Gonsalvoa native of Lisbon, Spain. He, as a dictatorial and
religious zealot urged his son to becoming a Roman Catholic priest. But
first he showed a latat toward a musical career and is said to have
forced Vincent to practice incessantlyWhen Vincent was about six he
was compelled to practice six hours daily and to learn the skills of
composition, orchestration and harmony. Mic ent 6 s only br eak
when he had to attendaltar-boy duties. By the timeVincent was about
11 years old he was playing ragtime music on the piano. But, after
badgering the local monastery to admit Vincent although he was under
the age limit his persisence paid off and at age 12/incent entered St.
Maryods Monastery i nAsBeuwakrathekypungNfeew Yor k
the seminary he wasnot expected to f
the other seminarians he occupied himself playing ragtime piano and
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almost immediately he becaméhe entertainer of the monastery. After
three years he saw that heForthsdin 6t 66 d
father Antonio never forgave his son. His father enrolled Vincent in a
business school to learn bookkeeping andtler business skills. Afer
finishing his education he found employment in a Brooklynmilk
company for $8 a week. But, unknown to his father, Vincent found a job
in the Irish honkytonks around the Brooklyn neighborhood paying
about $2 a night. Ralizing this was his direction his livewas taking, he
quit his job at the milk company and on his 18 birthday he took a
fulltime job at Claytons, where he played piano andhad the patrons
participate in sing-alongs. He was paid $28 a week and also received
25% of the wai t ed thisjobthe lpfshome@ndcneverh e h
returned. While playing in these saloons he got to be friends with other
aspiring young entertainersi Jimmy Durante, W. C. fields, Mae West,
Sophie Tucker and Fanny Brice. He was
the meantime he married an Irish girl named Mae Kenney and they had
a daughter christened Kay. Lopez continued to play in the piano
playing saloon jobs gaining valuable experiencé an activity that his
new wife didndét approve of.
Vincent had becane a very, very exellent pianist. His first
professional engagement was when he was 17 years old and formed his
first band around 1916 and appeared at the prestigious Pekin
Restaurant in New York City. In 1917 the U. S. became involved in the
First World War but after taki ng a physical examination he was
disqualified. It was diagnosed as gout, a chronic disorder. Vincent had a
huge appetite and usually consumed enormous meals that mad e his
rather stout. He and Mae separated but never divorced because of her
strong religious convictions. Once having a large salary he found
himself spending money to pursue a lavish social life which was to haunt
him throughout his life, going from being well off or penny poor.He
continued to meet famous people that came into the establishnerhe
played at two of which were George Raft and Rudolph Valentino.
Things seem to be going well but the politicians came along and as 1920
dawned along came prohibition. The dawn of the bootlegger arrived in
New York and the law passed spelled the end gflaces such as the
Pekin. Looking ahead he formed a Dixieland combo and played at
Perryos at Coney | sl and. A break came
Wol fe assigned the music for a new st
Lopez group <call ed niyThbe WKitrmg st hef phidd
received from the show he became a very successful band leader in New
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York and began his climb to musical heights probably at the time only

equaled by Paul Whiteman. By the spring of 1920 his band was enlarged

and engagedat the plush Ross Fenton FarmsResort at Asbury Park.

While at this job he met and became friends with a young Vincent
Youmans. He also met Raymond Schindler who used him in
ALovebirds. o and this put him at the
recommendation secured a long engagement at the Hotel Staer 6 s
Pennsylvania Grill with a salary of $850 for the 7 piece bandlhis was

in 1921. Gradually, with the help of famed arranger J. B. Lampe he

enlarged the band and added d&ull reed and brass section. lampe

deweloped a style that showcased the talented Lopez on piafide band

had impeccable rhythm, with a strict musical discipline and was the

model for all successful societshotel orchestras. At this time his band

went under the name fAThestHoaed Pennsyl

It was at this time T Nov. 22, 1921 that the band made the pioneer
radio broadcast at WJZ in Newark, New Jersey. There was a last
minute cancellation of a scheduled program and the Lopez Orchestra
accepted the chance with a great enthusiasnfihis was the beginning of
his famous salutationi n Hel | o Everybody, Thebandopez Sj
was among the early dance bands to receive national fanterough
remote radio link-ups. The radio station, on the success of the broadcast
installed a permanet wire into the Pennsylvania Grill for regular
broadcasts. Recording contrasts followed with the Okeh Recording
Company and soon others: Brunswick, Regal, Perfect Bluebird and a
number of others.
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T TUANTSRGES Rl

With this extra income Lopez financed a stage show ahbb the
famous race between the Natchez and the Robert E. Lee, opening on
August 7,1922The c¢climax of the show was the
song AThe Natchez and the Robert E. L
successful and ran for 11 weeks at the Pala and theshow went on a
vaudeville tour for the summer.

Lopezb6bs career was taking off and ¢t
began sending out bands advertised a:
many as 51bands playing under his name and banner. He was giving
Whiteman all he could handle as far as popularity as the most popular
band. Whi temands famous | azz concert
Music, 0O introduced George Gershwinos
Hall to a full house. It was a great musical triumph. Lopez countered
that success with his own jazz concert at the Metropolitan Opera House
on November 23, 1924. He featured a 56 piece orchestra and a
composition byW. C. Handy AThe Evolhamaoon of t
work. Lopezds concert was also procl ai
thus equaling Whiteman but it never received the acclaim that
Whiteman received.

44



L. WOLFE GILBERT ) FRATURED BY VINCENT LOPFZ A s
1922) : HoTht, PENNSILVANIA ORCHESTR

-'- s
L1STEN To YoUR (RAND- DAD-DY, HE'S 60T A STOR-Y TO TELL LISTEN T0 YouR GRAND-

£ T E ]Bb-, r L 1M

§ I o G [ [ e St Coat M) R S T Pl U S e e T it 75 R P N

V = v
PAP-PY, HE KnowS THE STOR-Y SO WELL. He USEDTD BE A STO-KER ON AN OLD 51DE-WHEELER

G 7wl oeprd B B &

\Loks THE Mis-si5-51p-p1  sHore. OR!  You AL ASKYOUR GRAND-MAM-MY, SHETOLD 1T OFT-el Re
. ‘.l‘@' % R T
Bo Bb+ Eb Eb’ &b Abm  Pe ED £h

T
AP AT I~ Do IO RS SO st B, M VIS PO, 5

== T
-FORE. DOH THE /VAT—C//EZ AND THE I@?BERT £. g BONNA HAVE ARACE BoUT HUF PAST 'm%‘ A

T-CHEZ Anp THE BERT LEE NEYER MISSED ARACE SINCE

;i Ao Bomn . 57 DL C7 : E7 F.\n7 ) Rl7+ & 7

C r ] I [} 4_1 1 ﬁl —
BoTH SIDE- WHEEZERS,  Ga-We 70 THE .55.4

Z HOPE THE Tibe +5 WIGH. 2 T,:

= a—r O ) pp A - By 2 By
b r ] I "y T Vel & F e} I =
e — it  Fe e o s T i P e e
SIX-TY TNREE. Lu-Ry DARK =Y, 'ROUNDTHE PLACE, PAWNED Hi5 SHOES To BETrav T RAE. .
B gy Ep BY7 Ep 5% L B .

'_H_I_—’_!—F—f_fﬁ_.‘1_'»{-ﬁ"-’—r rey

 — e e e m T yA+T . — I o~ a1 |
1 B 1

- = — — —

B R S ik wa, BhsrrRe NOCIEZE M T RORGRT & o

45

Lopez soon became a national figuteHe was a major figure in
radio (and later TV) in vaudeville, on records and in
Broadway shows. During the period of the 1920s his band appeared in
way mus i c aliGreenwich \dllage FoBes of d %40
and Ear | AGaties a 1928 slis band also appeared in the

nightclubs,

Broad

movi e

A BrewaBicgst o f 1932. 0

n

engagement at the Taft Hotel in New York City which lasted approx. 25
Band wa
local musicians, because the orchestra finished its gig by 9 p.nacé
night which meant they could play other gigs that started later at night.

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

years.

AnNat c

hez and the Robert E.

Wor king with the Lopez

6Ci
Lee

1941

nema T

at

He returned to the states on August 2, 192finding because of his
being away and not able to spend money his income had wiped out his
many debts. Around this time the violinist Xavier Cugat joined and
orchestra and often lead the group on the bandstand. Other famous
musicians worked for Lopez: Genn Miller, Red Nichols, Artic Shaw,
Jimmy & Tommy Dorsey Rudy Vallee, Buddy Morrow, Charlie Spivak,
and the Hutton sisters, Betty and Marion.
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Returning from England he began a stay at the Statler Hotel and
began working on a new project a nightclub in Manhattan. He took on
a partner, Gene Geiger, a financial entrepreneur and a wealthy man. A
lavish building was build at 247 West 5% Street and Broadway. The
twin towers provided each of the partners a penthouse. The club opened
on October 15, 1925 Lopez left the Statler Pennsylvania Grill after
pl aying New Year o6s Eve in 1926 and
ACasa L ope zfailéed adlittbecane la financial quagmire having
not spared any expense and with a huge operating budget. Lopez was
forced to declare bankruptcy. Before its first year it was completely
ruined by afre. Aft er a new fACasa Lopezodo was
1927 at 50" and Broadway but this too was a failure. Lopez was again
penniless and in debt. Joe Ribauld came to the rescue and got the band
a gig at the St. Regis Hotel in New Yorkto keep up with the times the
orchestra added a saxophone section and 3olins, cello rhythm
instrument a single trumpet and, yes, an accordion. The hotel and the
public loved the new sound and Lopez remained at the St. Regis for 7
years. This band provided the standard blueprint for other supper club
orchestras during this era

By 1928 Lopez included in his library Latin arrangements. It was

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

The orchestra began doing a radio show on January 27, 1930 for
the Pure Oil Corporation. It met with great success and the band was
heard by every house with a radio for 26 weeks. Lopez now was a
nationwide famous orchesta leader and this fame broughtthe band a
chanceto play at the dedication of the Empire State Building on March
2, 1932with the affair being broadcast over WOR.i Lo pez Speaki ngc
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While a substitute band played at the St. Regis, Lopez opened at
the Urban Room in Chicago on October 1, 1932nd after a highly
successful gig he was back at the St. Regis as Prohibition came to an end
on December and liquor became legal on May 14, 1933. Of course, the
St. Regis enjoyed, with the sale of liquor, an increase in business almost
immediately. But the Great Depression hurt the St. Regis and Lopez
took the orchestra and returned to the Urban Room but with a different
result. It was a disaster. Perhaps it was the competition from other more
modern orchestrai Hal Kemp, Wayne King and Kay Kyser. Again
Lopez showed some resilience and opened on October 6, 1933 at the
Chez Paree in Chicago. He had a successful month there.

On New Year os Eve in 1934 the band
was during this stay that he hired the blind whistler, Fred Lowry to
perform with the band. But, the economic depression finally put the St.
Regis out of business and closed on July 4, 1934. Lopez then took the
band on a national tour ending up in California, but with disappointing
results. In September 1934 the band starteglaying at the elegant Gold
Room of the Beverly Hillbds Wdeshdg e |
band was becoming stagnant. The only thing to do was to consult his
horoscope. The band played their way back to the East coast to play for
New Year 060s 93F atethe iClub Deauville in Miami. This
engagement bombed. It seems that his stars and numerical
prognostication failed and Lopez again found himself penniless. He
tried to keep the band together faying at the Miami dog race track.
They returned to New York hoping for an engagement there. The band
di d pl ay for New Year 6s Eve at t he
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Ambassador Hotel. But the result was again disappointing. Th&rianon
closed on May 2, 1936. This event was apropos of the song the band
recordedin1 936 entitled nAGI oomy
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triggered a number of suicides.

Sunday.

The song was banned from radiobecause it was said to have

His luck seemed to change when in the autumn of 1936 when he

signed a contract to play a weekly radio show for the Nash Auto
Company and also opened at the Hotel Astor Grill Room. For this re
reorganized a new band that included Buddy Morrow, Charlie Spivak

and

Gl enn Miller as an arranger.

the band and the Miller arrangements proved very succefid The Nash
Company decided to take the radio show to the West Coast and add the
singer Gracie Moore. He was to take only two men along and tried to
get Miller to go. Miller decided to organize his own band and the rest is
big band history. Lopez arrived in Los Angeles on April 28, 1937 and

completed a successful 26 week gig. But the sale of the Nash auto proved

disappointing and soon the radio show was dropped.

Lopez returned to New York and got his old band together for a

tour of the Midwest. After a gig at the BookCadillac Hotel in Detroit,
Lopez discovered a new exciting singing Betty Hutton and her sister
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Mari on. Marion soon | eft to talke a gi
volatile, aggressive style, Betty Hutton soon became popular and after a
disagreement with Lopez Hutton left in October, 1938 for a job with
Eddy Duchin, some saying that it was a love affair between Lopez (43)
and Hutton (16).
While on the West Coast in1939 Lopez added a hobby (stamp
collecting) to his interest. He wrote a news column briefly for a San
Francisco newspaper that was on his prediction of future events and
began to dabble in metaphysics. He even wrote new lyrics to our
national anthem.
The band began a tour that ended up in Newyork City and
opened at Billy Roseds Aquacade on M
Wor |l désleFalso did a radio broadcast ol
Wee, O
The band opened at the new Hurricane Club on Broadway in
1941 but his band style was losing popularity to the new mainstream of
big bands. He band was not paid and once again he was penniless. He
was lucky to find a gig for the band at the Hotel Tafton June 29, 1941
and his luck changed and the band had a steadygjifor 7 years. This gig
was good for keeping musicians as the band played during the day and
his members could keep any night gigs they had. But again, after the
disaster on December 7, 1914 at Pearl Harbor the Taft Grill gig ended.
Again his predictions for a column he began writing for the American
Astrological Magazine brought him ridicule as he predicted that the U.
S. and Japan would be allies during the Second World War. It was
during this time that his wife Mae died. This meant that he no longer
had to pay alimony. Due to bad health Lopez had to atail his lavish
social life butthe band was still popularbecause of his past success and
Lopez had other businesses to fall back on. One of these was the song
AnBel | Bottom Tr ous er stantialrbyalietr Being r ec e i
very patriotic Lopez and his band played for the servicemen and got
good publicity and Lopez began working in the new medium TV. He
hired Johnny Messner to front the band that was playing at the Taft
Grill. Having Messner to front the band Lopez began taking
opportunities in pioneer TV work.
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By the | ate 1940s Lopeztorenuseal th d
Betty Long Degantaking care of him as a full time nurse. She also took
over the management of tHepweemarsed.per son
With this burden lifted his health improved and Lopez was able tonake
TV appearance over the Dumont TV network and even appeared on Ed
Sul | 1 van 0HBe sdox begam a B6. minute daily YV show playing
the piano and having show busings guest and the program grew into a
nati onal Weekly TV show. with Vimcard na med
Lopez. 0 The show | asted two and a hal
band Lopez disbanded the orchestra and devoted his time to a smaller,
music agendaHis eyes were still giving Lopez trouble and he retired at
the end ofthe 1960s.

Betty and Vincent moved to Florida and Lopez eventually was
forced to live in a private nursing home. He died quickly in a North
Miami hospital on September 20, 1975 at the age of 8Buring his
lifetime he squandered large sums of money. He left a legacy as a
founding father of the Big Band Era.

His early career and his untiring efforts to foster his music and
opinions are mentioned in the June 1992 issue of the Metronome
Magazine in an article entitled

AContinued Success of Vincent Lopez. o

ATal ented young pianist wiusical i s bl a
circles and who has recently signed a contract, according to which he
and his associates will record exclusively for the Okeh Phonograph
Company.

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

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

Among the first to recognize his ability was the popular musical
comedy star, Pat Rooney which resulted in Mr. Lopez and his associates
then known as the AKings of Har monyo

el aborate vaudeville offeringeeniRi ngs
months in vaudeville Mr. Lopez and his orchestra were selected to
appeartr i n AThe Love Birds, o which wa:

which enjoyed a long run at the Apollo Theatre, New York. Terminating
an engagement of 35 weeks with the above produatioMr. Lopez found
his services in great demand, which resulted in his accepting an
attractive contract to appear at the Rosd~enton Farm in Asbury Park.
This fashionable resort catering to the elite of society became the
rendezvous for music lovers and dang an all-summer engagement Mr.
Lopez established a reputation which will stand as a fitting monument
to his ability and popularity for many years to come.

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

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

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

As a fitting climax to his various achievements Mr. Lopez recently
signed a contract whereby he and his associatesll record exclusively
for the Okeh Phonograph Company, which should be good news to all

thosewhob@a st of owning a talking machi ne.

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

Deems Taylor Article

i Much has been written, from t

popul ar musi c, particularly that
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
classthose used in certain musical comedies for exampéee from being
devoid of musical qualities. Furthermoreand this is the most impaotant
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 latp in the
demand.

In view of these facts, the mus 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 Ajazzo effect. Wi th the
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.
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In this respect it is interesting to note the change that has come
over the popular orchestra during the past few years in getig away

from the Ajazzo tendency. Only a few
essential in the dance orchestra. Not so today. The most popular
combinati on of t he present day, suc

Whi t e mani®asny tehticnng but Aj aziansengaged s . 0 T
are highly skilled; since the excellentvages ispaid today by the better

class of dance orchestras attract musicians of the finest type. This has
naturally had its effect on the deve
popul ar music. O

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

One of the band that possesdgethese qualities along with a
discipline expected of his sidemen was thé&ortuguese American
maestro who name became a household name in the 1920s when he
uttered those magical words to begin his performancei Lopez
speaking. o

From its beginnings the mug critics did not accept jazz and even
the musicians union did not like ragtime. There became a controversy
over the legitimate character of jazz music. It seems to have had a hard
time being accepted by legitimate classical musicians. With the
popularity of Whiteman and Lopez jazz became more accepted, but, the
elements of early jazz such as free improvising were exchanged for
arranged dance music that still contained syncopation but little
| mprovi sing. Even when the sweat band
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such bands that played more hard driving jazz arrangements such as
Ellington, Dorsey, etc. were gaining popularity. A smaller musical
ensemble that brought in the bee bop era eventually replaced the
arranged jazz. But there still was much life in bandsuch as Lopez and

the music that it brought to the public. Lopez eventually changed his
style somewhat to a more Oswinging®o
controversy with early jazz to be discussed. Many people took part in

this discussion and one such mae was the distinguished Italian
composer Alfredo Casella. His view and the view of the article found in

the July 5, Music courier of 1923 not
and of the Lopez Orchestra:

NnJAZZ AG%itlindon the Pennsylvania Roof tke other evening to
listen to Vincent Lopez and his orchestra, Rudolph Waurlitzer and his
violin expert, J. C. Freeman, were espied across the way, doing the same
thing.

AWurlitzer instruments?o

AnOf course, all through. O

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

It must be that musical gentlemen who protest against jazz have
never really heard a first class orchestra of that kind. To do so and
refuse to acknowledge that jazz is a legitimate branch of music,
indigenously American-as nothing else isand with twice as good an
excuse for existence as most of the modern vapidities, is simply to
proclaim oneself a narroomi nded musi cal reactionary

Gilbert Seldes, the wellknown music and social critic was another

champion for Jazz and the orchestra of Lopez. In the article he wrote
for Dial Magazine in Julyof 1923 ent t | ed ATouj ours Jazz.
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Toujours Jazz

AMany hotels and night clubs in Neyv
(Sic: He sites Vincent Lopez as one of those bands) Thechestra of
Vincent Lopez | take as an example of the good, workmanlike,
competent, inventive, adequate band. It plays at the Hotel Pennsylvania
and in vaudeville and although Lopez lacks the ingenuity of Ted Lewis
in sound, he has a greater sense of tlwapacities of jazz and instead of
doing a jazz wedding he takes the ent.
Pinafore, 0 cuts it to five ehadilr acter.
say mercilessly or reverently? Because he likes Sullivan and he likes
jazz, and the inevitable occurs: Pinafore is good and stands the
treatment; jazz is good and loses nothing by this odd application. The
orchestra has verve and, not being dominated by an excessive
personality, has humour and character

Most of the early jazz bands could be classified as novelty bands.
They especially needed some novelty as they often played on the
vaudeville stage. Lopez established himself as a vaudeville favorite and
we read about his vaudeville experience with his band in an #gle in
the December 1923 issue of Metronome Magazine in an article entitled
AHow6s Business with the Dance Orchest

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

Lopez was interested in the history and origin of jazz and is asked
to talk on this subject at a luncheon of the Dutch Treat Club. Lopez calls
the music that he ©pl ays not j azz bu:
reprinted in the January 24, 1924Musical Courier:

ALOPEZ ONi (Jhe Iollowing is an outline of an address made

recently at a luncheon of the Dutch Treat Club by Vincent Lopez, leader

of the Pennsylvania Hotel Orchestra. Many of the arrangements Mr.

Lopez speaks of here were made by. Bodewalt Lampe, and how these
arrangements are made was explained in a long series of articles which

appeared last winter in the Musical Courier under the title of Practical
Instrumentation, now issued in book form by G. Schirmer, Inc. We note
that Mr Lopez substitutes the term fimoder |
us know as fijazz. o That i's confusi ng
Amodern musico is the sort written by
Varese, et al, which is not what Mr. Lopez is talking about The Editor.)

J. Bodewalt Lampe ( Ribe Denmark)

E. Bodewalt Lampe (Ribe Danmark) was well known as a
composer of ragtime. His Original composers include: Creolle Belle,
Everybody Two St ep, Georgia Rag, Hono
Thing in Dixie, Hyacinth Rag, Mamaica Jinjer, Japanese Sandman, Jazz
Band Jamboree, King Chanlicheer March, Georgia Sunset Cakewalk,
Harmony Blues, The Hero of the Isthmus, Dixie Girl, A Day at the
Circus, Home Sweet Home the World Over, and many others.

Under Mr . eationp #ed KRemicki Department has

arranged scores for such productions
ARAdel e, 0 ALittle Boy Blue, 0 fiThe Midn
1918 through 1922, AMake It snappy, 0O i
and Mary. o

Lampe was the originator of the symphonic arrangements of such
popul ar numbers as ACarolina in the M

Goggl ed and ot hers.

Born in Robe, Demark, Lampe was born in 1869 and came to the
United States in 1973. Lampe was conservatory trnagd and worked for
Remakeds Publishing Company as a Ccomp¢

57



58

areasof popul ar musi c. Hiowaseamatchatypah g A Cr ¢
cakewalk. He was responsible for many arrangements of popular rags

and music in the ragtime tradition for orchestra and bands. He ended

his musical career as musical supervisor for the Trianon Ballroom in

Chicago and of director of this own orchestra.

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

Lampeds Article

i JBodewalt Lampe, one of the best known arrangers in the East,
has been connected with J. H. Remick & Co. for the past 15 years as
chief of the arranging department of that house. Mr. Lampe first met
Mr. Remick during the Pan-American Exposition in Buffalo, when the

former 6s composition, Creol e Belle, we
time Mr. Lampe has composed numerous other songs and instrumental
numbersé. 0o He died in 1929

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

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

His composition Creole Belles when played by Sousa became a
favorite with band audiences worldwide. Between 1902 and 1905 The
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Sousa Band under the direction of Arthur Pryor or Herbert L. Clarke,
recorded Creole Belles at least 5 times.
Continuing with his remarks of 0j az

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

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

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

Take, for instance, the C sharp minor Polonaise by Chopin! It will
be observed that the melody of the second movement as played by the
right hand is identical withthemelo dy of | 6 m Al ways <chasi
In the original score the left hand of the Chopin score is taken up by
running arpeggios which the modern composer has eliminated and
replaced by a swinging bass which produces a fdarot rhythm as a
substitute. The resdt is a popular melody written from a standard
classic.

The arranger is a most important person in the modern music
house. He popularizes the classics; he makes orchestrations of each
instrument in the orchestra; he gives each tune a special individual
treatment; he works out programs that enable the orchestra to get the
best possible musical results. The truly popular directors abound in
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personality, and the greatest achievement of the arranger is to prepare
his orchestrations so that individuality is browght 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 weembroider upon the main fabric, set bits of
other themes afloat on the stream of melody, or quote appropriate
themes as we go along.

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

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

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

There I s controversy as to what th
should be called. Some of the writers say that jazz is dead and that a
new music is developing and what to call it is up to new ideas. Lopez
cals it 6modernd music but some object
argument or discussion in an article in the February 7, 1924 Musical
Courier:

ARJAZZo OR

Vincent Lopez, who is doing his bit at the next meeting of the
League of Composers to clarify the si
Being on the inside, he feels more strongly on the subject than most of
us. He has been in contact with real jazz andenunderstands what has
taken place in the course of its development. He insists that, jazz being
dead; the nameought to also be dead, or, at least, ought not to be hung
on to what he calls Modern Music, or Modern Popular Music.

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

Jazz presents to the mind disader. It is suggestive ofthings
unpleasant, of atavistid e a r nof whighowse are all properly ashamed,
of borrowings from savages, of neaorgies that have quite properly
been combated by those who have care of the young and the morals of
youth. The word has evil associations, and the Musical Courier will not
attempt to deny that fact although it has from the start striven to
encourage the development of this new color in music, and to make
people understand that the music was never to blame for whatever may
have been its associations.
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And, unfortunately, these associabns remain in memory. The
disorder of jazz is a thing of the past. This modern American music has
become a scientific thing, developed by highly skilled musicians. The
antics of uncultured Negroes and their no less uncultured white
imitators; the endless,s ensel ess I mprovisatkFkons; t
these things have given place to a contrapuntal, colorful music, often
humorous, indeed, but never vulgar, never suggestive of improprieties,
and always interesting.

Is it jazz? Mr. Lopez says it is not, thatit is no more akin to jazz
than the dignified airsof HandelHl i ke Lascia choiare Pi ang
akin to the lewd oriental dances that came to Europe from the East in
the sixteenth century and were known as Sarabande. Perhaps he is
right, and certainly he is correct in saying that the use of the word jazz
does harm. It does do harm. It will take a long time to bring about
forgetfulness of the original meaning of the word and its associations,
and it would be far better to find a new word to take its phce.

But the term Mr. Lopez suggestsi mo d e r n -does sot fith the
bill-n o r does fAmodern popul ar music. 0 Fo
that defines the kind of modern popular musieci moder n Amer i ca

popul ar music. 0 But it muwhichbalbngso expr
tojazzi moder n Ameri can popular col or musi
No! 't wondét do. 't i s neither shor

We must either hold to jazz or find a new word for itand that is a
problem that will be difficult of solution, for words are not made but
grow out of some unconscious demand just as jazz has done.

Would it not better, Mr. Lopez, to keep jazz until it dies a natural
death, as Sarabande has died a natural death, and to put all our energy
into education of the public to receive andccept its new meaning? That
education should not be difficult. With such players and arrangers as
are now making and playing jazz scores and jazz talking machine
records, it is surely only a matter of a limited time before this
beauti ful é. . cddustagjazohasdong.e ma n

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

In other words, let us not waster energy on a quibble about terms,
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but center our forces on the education of the public to understand what

a splendid thing is being offered #not something for which we must

have contempt, as some people had for the early jazz, unable to pevee

its possibilities, but something for which everyone must hold the highest
esteem for its vivid colorandtsnot | ess vivid Ameri cani

In the same issue of the Musical Courier we find another article
on the same subject as above and Lopez is schéstl to give a concert
with his band and deliver a talk to the League of composers:

nJAZZ OR AMODERN POPULAR MUSI CO0 TO B
DISCUSSED AT COMPOSERS6 LEAGUE LECTURE

The claim of what is commonly and perhaps confusingly known
as fijazzo atmbittheumorntaea tl e of Amodern p
di scussed at t he L e agegil inalfe Afdersop o ser s 0
Galleries, Sunday afternoon,and February 10. Vincent Lopez will lead
his orchestra, deliver a talk, and also appear as a pianist on aqgram
that includes as speakers Prof. Edward Burlingame Hill, of Harvard
University, and Gilbert Seldes, critic and former editor of the Dial.

Prof . Hi ||, who I s a composer and
department, and, incidentally, is the grandson othe president of that
august seat of learning, has entitled his speech Some Considerations on
Jazz. Among other works he has to his credit a Jazz Scherzo, for piano
and orchestra and a fox trot for two pianos. He is also an authority on
modern music in oter than its popular phases, being considered one of
the most informed and illuminating critics of the young French and
Russian schools.

Mr . Lopez, who does not beli eve 1i1In
talk on what he pref er s alsooentartains | A mo d
musicalcolor theories, probably the result of an early interest and
education in painting and music, when as a child, he was sent to the
Passionist Fathers with the idea of training for the priesthood. It is his
idea today that modern dane music can take its place besides what is
generally accepted on concert programs, without detriment to either.

To illustrate his talk, Mr. Lopez will lead his orchestra in the
following program: Carmen (Vincent Lopez arrangement), | Love You,

Nola, Covered Wagon Days, H. M. S. Pinafore (Vincent Lopez
arrangement), My Sweetie Went Away, and Mamma Loves Papa.

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

In an article that reviews the famous Whiteman Aeolianconcert
Lopez also launches hi®wn experiment in modern music at a concert
scheduled for April 27", 1924 at the Metropolitan Opera House. In the
March 1924 issueof Sheet Music Newsi i n an article ent.
Whiteman concerto we readbo

Whiteman Article

It is interesting to note that Mr. Whiteman is not the only
important orchestra leader who is experimenting in this way. Vincent
Lopez, it is announced, has seired 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 6s
increased to 50 for that occasion, and will include 20 saxophones.
Thesevarious 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 ¢lir entrance
into the concert field, they will logically help to further educate the
public in the direction of the better

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

ALOPEZ I N JAZDH CONCERT

The historic confines of the Metropolitan Opera House, New
York, will resound, for the first time, to the unhallowed strains of jazz
music on April 27 when Vincent Lopez and his Hotel Pennsylvania
orchestra will give a jazz recital. In order to demonstratethe scope of
the modern jazz instrument, Mr. Lopez will increase the personnel of
his orchestra to 50 and will feature 20 saxophones. He will be aided by
two assistant conductors one of whom will be Dominico Savino the well
known arranger who is also techical director of the Lopez orchestra.
Only American music will be played at the recital beginning with some
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o f the old favorites such as ACarry
ASwanee Rivero and progressing to the

We find more conments about this recital in the May 1924 issue
of The Musi cal Observer I n an arti
Comments on his Unique Experiment:

VINCENT LOPEZ COMMENTS ON HIS UNIQUE EXPERIMENT

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

But it is not only the genius Lopez has for directig-for
showmanship of which he is a past master, appealing at all times, not
only to the ear and the sense of rhythm, but simultaneously to the eye,
the imagination, the sense of humor; for seizing the wave of popular
fancy, harnessing it to his own peculiatalent and riding it to such
success as onbAmerica can heap on her favored sonbut Lopez has in
addition to all these, a genius for hard work. His daily program would
make any ordinary wage slave lush for idleness. Up every morning at
eight-two hours of rehearsal and two hours of attention to the details of
a large and manyarmed business, occupy the time before lunch. In
addition to a matinee, the afternoon holds work on advance programs,
interviews, recording for the phonograph and the radio, and theevening
holds dinner music at the Pennsylvania Hotel, an evening performance
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at the Hippodrome, dance music at the Pennsylvania and perhaps one,
two or three other dances where the presence of the director in person
has been demanded. That means a workinday lasting from eight to
t wo A. M. , without i ntermi ssion every
| uck and it isndét all talent. It i s at
Lopez can always be depended on to have something new and
startling up his sleeve. Lastyear his organization gave the first free
concert of its kind for the Evening Mail Series at Morris High School.
This year he plans a novel entertainment at Aeolian Hall or the
Metropolitan Opera House.
Mr . Lopezods I dea S to ply éhe e n t t C
difference between a symphony orchestra and a modern dance
orchestra. His plan includes a sort of friendly challenge. He will secure
for the evening, twentyfive members of one of the best known of the
symphony orchestras and take twentfive of hisown menAnd what the
former play with the instruments at their disposal, he will play with the
instruments at his. For Mr. Lopez has a twefold ambition; to bring
dance music into the field of high art, to have the dance orchestra
recognized as a genuin@hase of American musical expression, and to
play the established classics with the modern dance combination of
instruments.
ARhyt hm, 6 says Mr. Lopez, Ais the
We have no desire to compete with the symphony orchestra in its own
field. Certainly, no wild ambition to supplant it. But we want to show
what we can do. In some respects our combination has the advantage of
the old established orchestral group. It is more brilliant, more true an
expression of the American spirit. We ddge to be recognized for what
we are, and for what we can do; to prove that high class music,
orchestrated for the modern type of orchestra, is not only possible but
will have a strong appeal for the American people. Some of our
instruments are not recognzed by the symphony composers and
directors. The saxophone and the banjo are considered outlaw
instruments. | would like to show that they have their placeheir value-
i n the playing of real American musi c.
The program at this proposed concert will incluge, according to
Mr. Lopez, something from Wagner, some popular classic like the
Overture from W lliam Tell, | ndi ads |
various operas. There will also be some modern popular music. The
event should prove highly entertaining as wieas unusual.
Mr. Lopez intends, in his selection of classical numbers, to be
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orchestrated for his modern combination, to employ those principles of

selective showmanship which have contributed so largely to his success.
AThere 1 s s howmagiNohanlg whatryouelojleut yt hi n

how you do It deter mi nes t he degr ec

Hi ppodr ome, Mr . Lopezbs act I ncl udes

work adapting his orchestra to all sorts of new demands and conditions,

trying to prove the versatlity of the modern orchestra, its adaptability.

The program consists of eight numbers, all of which are changed every

week, Mr. Lopez being a glutton for work. The eight are as varied as

possi bl e, Il ncluding, as a rulsados; one o

at least one humorous number; a spectacular number with interesting

scenic effects; perhaps a jazz with laughs; an excerpt from one of the

popular operas; a blues number with a cornet solo by B. A. Rolfe, one of

the worl dbés f or echaruss tof gidsoand) the weskt M. ; t he

Lopez was interviewed.No No Norabrought on by Messrs. Gallagher

and Shean. o

The evolving of jazz as a prominent and popular music in
America soon is adopted by jazz fans in Europe. This is seen as a threat
to the European music scene and there is a movement to ban American
jazz and jazz bands in England, France and other countries of the
world. In the June 19" 1924 i ssue of AMusi cal L ea
read that jazz is banned in France. As usual, Lopez is quoted as s
opinion about the situation. He also gives (as a legitimate historian of
jazz) his version of jJjazzds history:

ARJAZZ MUSI C BANNEDT Indult b RrAeldark Folk
Music, Composers and Musicians, says Lopez.

Wherever jazz music is popular and that $ everywhere in the
United States, musicians, composers, music publishers, record makers,
radio broadcasters, singers of syncopated songs, and dancers of jazz
dances, are discussing the report that France has placed a ban on jazz
and are forcing American atists to leave the country or abandon super
syncopation.

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

Al f this is official action by the
America. It seems hardly possible that certain American musicians have
been asked to leave because of objectionable conduct.

AThe popul ar i t yroauis gréat, and it i6 wimming i ¢ a b
appreciation, not as freak stuff, but as true American music. It certainly
canb6t be stopped by attacking individil

Mr . Lopez asserted that the recent
to be considered a serioukrm of art.

A | have been for a |l ong time makin
0jazz6 and of the kind of music which

AThe origin of the colloqui al word

The story of its beginning that is most frequentlytold and most
generally believed among musicians has to do with a corruption of the

name O6Charles.d In Vicksburg,tmdi ss. ,
was at the height of iIts popularity a
was a colored drummer of rathe r uni que ability na
Washington. 6 As in common in certain

0Chaz. o0 AChazo could not read musi c, |
a marvelous sense of syncopated rhythm. It was a practice to repeat the
trio or chorus of popular numbers, and because of the catchiness of

0Chazé6s6 drumming he was <called on to
end of the first chorus the | eader wol
AFrom this smal.l begi napread babiitd s oon

d stinguish any form of exaggerated
immensely popular from the start, for it had appeal to the physical
emotions unobtainable from any other
learned the effectiveness of this manner of drummintghrough following

the | ead of country fiddlers in their
the Hill, 6 O0ArkanEwedodraoedbeand SComi il
dear to the hearts of quadrille dancers.

Aln my endeavors to pl sircnusiathatlf i nger
we can Ojazz. 6 I have found a proces:
There are many movements in the greatest symphonies that are
syncopated, yet by no stretch of the |
the weird music of the North American Indians, based on singong
vocal melodies with tomtom accompaniment, is bizarre enough, but it
i's not O0jazzd; the Oriental whine of
the whirling Dervi shes cannot be cal
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Hawaiian origin are not in that category; a Strauss waltz, a Sousa

march, the gayest tune of a Gilbert and Sullivan light opera, an

Argentine tango, a minuet, polka, quadrille, bolero, none of these are
0)jazzb; and yet any or all odmple hem c a
expedient of accentuating that beat which the natural laws of rhythm

require to be unaccented.

AThe whol e uni ver se IS founded 0 n
regularity and steady tempo. The music of the spheres rushing through
space is undoubtedly in strit time, the seasons change on schedule, all
astronomical calculations are possible because of the methodical
regularity of recurrent events. It is entirely contrary to natural laws to
syncopate and only man does it. The music student has difficulty in
acquiring this faculty for he feels that it is inherently wrong. No wild
animal gives a longdrawn cry but that it is in time. When a baby does
not cry rhythmically a doctor or a mother immediately realizes that
something is seriously the matter with the childWhen the wrong beat is
accented there is an actual physical effect on the hearer, for a law is
being broken.

ARAt the very beginning O0jazzd meant
to music, 6 but a great change has t al
times hasvery definitely departed, although leaving its indelible mark
on music as a whole. It fitted a hysterical period when the times were
out of joint and a frenzied world sought surcease from mental agony in
a mad outbreak of physical gymnastics. There was tme not long ago
when anything odd and fantastical i n
musicians became affected with the glamour of syncopation. The
different instrumentalists began to imitate the antics of the drummer. It
became a clamor, uproar. The clarinet whined and whistled; the
trombone guffawed grotesquely; the trumpets buzzed and fluttered; the
pianist gyrated.

Alot devel oped into a contest to at
violinist caught the germ and debased his instrument through the most
flagrant musical indecencies. We had for orchestra a bunch of acrobatic
maniacs to whom music was entirely secondary and mummery was the

word. The cowbell reigned supreme. Anc

Al't 1 s certainly a misdemeanor to
good dance organizati on, a O0jazz band,
0jazz bandbdé used to be. Present day
0jazz6 as day from night; yet the wor

syncopation, but we do it musically. It is @mw combined with the finest
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arrangements money can buy, the richest chords and modulations that
gifted musical minds can conceive and the total elimination of all
instruments and effects not of proven musical worth.

A R atigme music was the direct forer unner of 0jazz. 6
nicely adapted to a simplified form of dancing; that it had an almost
universal appeal. It was merely syncopation without any particular
emphasis. As the emphasi stisvwereforadded I
sufficiently explicit, asf ar as the music I s concern
emphasized syncopation; but there is another phase of it that includes
the dancing in combination with emphasized syncopation.

NnBecause t her e s e gmeimaltlilkee inbtke s o me't

emotional effects of 6jazz,d we have
name f or it We have had the o6turkey
6camel wal k, O and countl ess ot her d

apparently accepted permanenl v t he o6fox trot. 6 Perf
graceful bodily action in faultless rhythm can hardly be better pictured

than by the harmonious movement of a fox as he trots. There is an

almost imperceptible hesitation as each foot is placed, a perfect timing

that is exact balance and the very acme of equilibrium. The name fits

both the dance and the music. 0

This same article appears in the magazine Metronome in the July
1924 issue. Lopez uses most of the ar
about a name forhis type of dance music. He repeats the story of the
Negro drummer named O06Chazdé and expl ai
and how it was different from his type of music.

Il n our next article AFast and Furic
issue of the Etude weread about the fun of jazz music and Lopez
remarks about the rhythm of jazz:

AFAST AND FURI OUS FUNO
How much wiser the jazz makers! They, too, sometimes make ugly
music, but they do it with comic attentions, which make all the
difference in the world. In the last analysis, the quintessence of jazz is
fun, or humor, ranging from horseplay to the exuberant outbursts of
animal spirits in great men.
Schubert used to amuse his friends by putting tissue paper over a
comb and singing hisErlking through it. That picture of the greatest of
all song writers thus singing his biggest song with muted sounds and
comically exaggerated expression givVve:
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than anything | know of. But Schubert was not an American. Let us be

modest. Now listen If the greatest of all song writers was willing to

0jazz6 his greatest song, why shoul d

0jazzingd of other classics by cabaret
This sort of thing may even have an educational value. Theodore

Thomas used to sayHat all that the people needed to like good melodies

was to hear them often. Thousands of cabaret goers hear good melodies

ever and ever again, often less distorted, and many doubtless thus learn

to like them afterwards in their virgin beauty. Americans learning

classical music through the jazz versions played by the dance

orchestras, says Vincent Lopez, t he |

rhythm of jazz, 0 he <cl ai ms, Awhi ch m

effort. Only musically educated persons can hum a epresentative

number of famous compositions. And yet every one hums the jazz tunes

al most unconsciously. o

Lopez is a champion of 0jazzingd u
1924 issue of Musical Timesinan articleentt | ed AEd Li bi tum. ¢

Ed Libitum

A A mea is learning classical music through the jazz versions
played by the dance orchestras. There is something in the rhythm of
jazz which makes you remember it without effort. Only musically
educated persons can hum a representative number of famous
compostions. And yet every one hums the jazz tunes almost
unconsciously. o (A repeat of what he
above.)

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

We read in the December 12, 1924 issue of Music News of remarks
upon attending a concert by Lopezds o
musical critics liked jazzing up the classics:

ARJazz everybody says, h aarchestraf ut ur e
could get along without us for just one Sunday afternoon. So we went to
hear Mr. Lopez.

And now we are ready to give up our life of shame, if the
symphony orchestras will just take us back and ask no questions. We
discovered yesterday afternoontiat we are a hopeless highbrow, and
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that too much popular music is harder to bear than a Mahler symphony.

This iIs no reflection on Mr. Lopez
one, even | arger t han Mr. Whitemanos
brilliant and diver t i ng t echni c. But Mr . Lopezds

for us. That, too, was perhaps not his fault, for it was much the same
sort of program that Mr. Whiteman offers. Probably we had it in us to
endure just one more half of a jazz program, and it was Mr. Lop z 0 s
misfortune to be present when Reason tottered.
It is the maddening monotony of form and rhythm that makes
jazz eventually such a cruel bore to the concemvise auditor. The much
discussed subtlety and variety of jazz rhythm is no such thing. It is
variety of metre, of note patterns. The rhythm is always the same.
Mr. Lopez played twenty numbers yesterday afternoon, and with
the exception of a waltz song by Irving Berlin, every blessed one of them
was in two-four or four -four or alla breve (which to theear is the same)
time. Even in the transcriptions of music that was originally composed
in other rhythms, the relentless rubber stamp of the jazz arranger had
changed time signatures into twefour.
The lovely, languoroussixe i ght A Tal e oft, thAhef Youmnc
AScheher az a dfeur tkmbore éanfdrels frommahe same work.
Sir Joseph Porterodés song and iLittl e
all had passed through the stereotyping machine to emerge as standard,
jazz-finished onesteps, as tinnyand characterless and indistinguishable
as a school of Fords.
There is a future for jazz, undoubtedly. There is a decided spark
of vitality in this combination of bizarre instrumental technic, unusual
instrumental combinations, and tricky metrical patterns; but it will
have to be torn from the arms of its progenitors and brought up in a
good home before it will amount to much, before an afternoon of jazz is
an endurable as an afternoon of even minor symphonies. (The article
next quotes from an article in thre New York Post) ACertainly no
one note played by Mr. Lopezds orches
toward the advancement of the saalled modern American music. Nor
do we believe that anything permanent can come of the organization he
has put together fo the purposes of concertizing this type of music.
Principally his was an exhibition of scoring in present day approved
fashion the works of musicians of otheri and better i days. This,
according to the Lopez reciperincei s, f ol
and Young Princesso movement from ASCc
four tempo and pal m it of f as O0symp
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described. Any concert orchestra can do as well, perhaps better, with
proper instrumentation, so what is proved? It all ,ecame tiresome and
there were many with no trains to catch who left early.

A Mr . Lopezbs orchestra consi sted
combination, augmented in the string, brass and reed choirs, with a
French horn or two tossed in. Most of his program has beeheard in
vaudeville from time to time and 1inc
OWi Il dfl ower, 86 O6Pinafored and his Russ
were formerly known as O6Where the Vol

i nfinitum. There wasb6 nboutd Rhoaspespohd y N u sns
contributed an arrangement simil ar |
Evol uti on ohebest pad of Bhis was W.,CoHandy.

ANaturally Lopez scored heaviest p

straight dance time, at which he ranks right atthe top. But he could
have done this much better on a dance floor with his original Hotel
Pennsylvania musicians, whose work yesterday stuck out like their gray
trousers in the field of blacks.

AThere was but one mar ked advanceme
noti ceable. They are now painting the

After the concerts of Lopez and Whiteman there continued to be
controversy about jazz music. Some accepted it and others did not. This
argument between jazz and classical music continued until welito the
decades of the Z0cent ur y. I remember a 0] azz
ANi ght on Bald Mountaino by Bob James
others such as the ones by Hubert Laws that also remained favorites of
mine. Even in the rock field we had versions of symphonic themes tii
a rock rhythm background. But in 1924 a real debate continued even
into the swing era of big bands. Another article appears in the January
3, 1925 issue of the Independent:

NRNJAZZ BREAKS | NTEYFa@€D. Parkifs.
Messrs. Paul Whiteman and Virent Lopez, leading virtuosi
among conductors of the type of music
New York concertsi 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, veryittle to
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play. As Deems Taylor remarked to the new magazind/usic, launched
soon after Mr. Whiteman' 6 first appea
dressed up, with no place to go. (Sic: We now know that the numerous
critics that Oputzd dewer t hi gedhewo 6ka
importance of these early experiments using the jazz idiom.)

ARJazz began to break into society
Eva Gauthier, who welcomes the unfamiliar, new and old, as much as
the average recital singer shuddrs at it. Interested by the discussion of
jazz in the Dal 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
escapemuch of value in their own popular music. (Sic: This use of jazz
in symphonic works would be championed also by Dariusilhaud and
other famous classical composers in the 1920s and following decades of
the 20" century)Mme. Gauthier introduced a representdive group of
jazz numbers into a recital in the fall of 1923. A short time after, Paul
Whiteman, whose orchestra was playing nightly at the palai9s Royal,
announced that he would hold a concert of American numbers at
Aeolian Hall. In this, he said, he hadtwo intentions: to settle the
guestion what I's American musi c, and
music. Mr. Whiteman set about this carefully, welcoming suggestions
and advice. Critics were invited to rehearsals at the Palais Royal to hear
and to commen t on the preparations on his

Musi c. O Wh e n Mr . Whi t eman reappeared
considered successful, as the title |
American Music. o0 (Sic: WE now know th

correct in their feelings about their music and as later examples such as
ANi ght on Bald Mountaino by Bob Jame:
Laws and many others have proved successful.)
Soon after Mr. Whiteman, Mr. Lopez entered the field, taking
part in a symposiumon the subject held by the League of Composers

|l ast winter, and debauching the conce
Concert, o held November 23 at the Met:H
Meanwhil e, Mr . Whitemanb6s first gu

music or i t mae important derivative, what American music will

become when it has developed a flavor as essentially American as

Russian music, for instance, is Russian, remains, as yet unsettled. The
strong points shown in these concert
instrumental combinations (which should interest Igor Stravinsky when

he comes this month) and the notable skill of the players, many of whom
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play from two to half a dozen instruments. The weak ones are,
primarily, the lack of invention shown in most of the works in the
repertoire, as well as conventionality, even timidity, in its
harmonization, and the essential monotony of the continual double time.
Actually, despite protestations to the contrary, both the familiar
jazz numbers and the more elaborate onesecently written for these
concerts are essentially conservative. Two dozen concerts of Whiteman
or Lopez will roll up fewer discords than one evening with the
l nternati onal Composerso Guil d. There
Lopez concerts to suggest skgrapers or subways, as George Anthell, a
young American who no inhabits that American heaven on the banks of
the Seine, has been credited with doi
This has not yet been released on this side, so that we cannot tell
whether Mr. Antheil has come nearer to a musical expression of the
noisier aspect of American life than the average Lopezite or
Whitemansque number, which, often very pleasantly, seems mainly to
express a pleasant evening at the late Palais Royal.
Il n makingr hmentf,exx pklr . Whiteman r ea
usual jazz repertoire, as used to accompany food or dancing or musical
comedy, was not sufficient for concert programs, and set about securing
pieces of a more ambitious type. For his first program, which, with some
minor variations, served him to the end of last season, the late Victor
Herbert wrote three serenades, while George Gershwin composed what
Is practically a jazz piano concertowhich, with himself as soloist, has
proved the most interesting number so far dered at these concerts.
The ARhapsody in Blueo follows a <c
familiar Liszt type, but its themes preserve a strong Broadway flavor,
the atmosphere is undoubtedly jazz, while the orchestration arranged
by Fredie Grofe gives amplechance for the characteristic tone coloring
and skillful tricks of the wind instruments in the Whiteman band. The
soloist is well favored in the matter of technical difficulties and bravura
passages. But while Mr. Gershwin had promising musical ideas in ith
ARhapsody, 0 he seemed rather uncertairtr
them, and the piece had some think places, especially in s some long
passages of unassisted display piano playing. But, with its obvious
faults, it is an interesting number, and, wih some revision, has
continued on Mr. Whitemands progr ams.
Mr . Her bert 6s four serenades, Spar
Oriental are pleasant numbers of melody and charm, but, except that
they are scored for Mr. Whitemasnds or c
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With a little rescoring, they should be ideal for the Boston Symphony in
its next spring series of fApops. o Of
Mr. Whiteman at Carnegie Hall on November 15 much the same can be
sai d. East wood L an e éabpiedes) pracecallAshatr i ¢c an
symphonic poems, and ManZ uccabds gracef ul AnWal tz
agreeable numbers, and helped to give the Whiteman program some
variety which Mr. Lopez, with a larger proportion of actual jazz, failed
to obtain. But these wok s do not , as the fARhapso
suggest any future devel opment s. Mr
ABroadway at Night, o is undoubtedly d
but little musical substance.

In the meantime, no one has been able to think of aadequate
name to describe the type of music which Messrs. Whiteman and Lopez
of fer wus. ARJazz, 06 except for its hide
title for the Palais Royal numbers on these programs, but will have to be
stretched beyond its usual hits if it is to include everything played by
these orchestras. oModerno or AAmMmeri c:
Whiteman, meet with the opposite objection; they are, at least for the
present, much too comprehensive. The question, however, of
nomenclaure probably depends upon the future history of these
concerts.

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

Nowhere is it written that has proved to be more wrong then in
this next article AThe Jazz Bugabooo
writes about the words of Lopez, Whiteman and others as to the
importance of this new experiment in using jazz elements in classical
music. It is printed in the November 1925 issue of the American
Mercury:

The Jazz Bugaboo
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nAt a party given on the Pennsyl v
celebrate the return from London of Vincent Lopez that redoubtable

jazzist stood up and made a speecld. 0 The poi nt i's, 0 he s
are now beginning to do jazz artistically. Soon the real composers, not
Gershwin but those | i ke Wagner, will v

Unfortunately, Senor Lopez, a hidalgo from the ancient Spanish
City of Brooklyn, was wrong. He waswrong three times in one sentence,
something of a record: (a) Gershwinis a real composer; (b) there are
none Ali ke Wagner 6 today: (c) 1 f ther
one reason being that they coul dnot.
of Stravinsky and the late Claude Debussy? Have you heard the

attempts of other | earned contemporar
irfor exampl e, John Al den Carpenter os
ballet that was staged in New York by a Russian and conductedya

Brenchman), or Leo Sower by os Synconsée
meandering, meani ngl ess -alyaez,z tshyenrpenfosny

word! The earnest souls who have cried out against taking jazz seriously
might have saved their breath to cool their porridge for jazz is but the
child of the nimble hoof. Music began when the first savage beat on a
hollow log to unify the steps of his fellows, and ever since then the fine
music of every age has evolved from the favorite dances of the
preceding. Behind the clasic symphonic scherzo as perfected by
Beethoven lies the artful simplicity of the minuet. Behind the cleverness
of the ARhapsody i n -tttunesdhatihave beenl | t he
written i some of the best of them by Gershwin himself. But Gershwin

Is no Beethoven, nor in this restless, changing, slagash age will the fox

trot attain to more than a fraction of the span of life enjoyed by the
minuet in its time. Signs of the gradual decline of the foxot are
already to be discerned; the Charleston aoes in, and there is a gradual
revival of the waltz. It will die, and with it the jazz of today will go too.
Thus the bugaboo will disappear inevitably and automaticallyi and be
succeeded by another one for the solemn to wail about, as the case has
been eer and again from the beginnings of music.

But maybe all this will come about too slowly to suit the beard
waggers. Rather than see them suffer longer | have hatched up a little
scheme to hasten things along and have been promised the assistance in
carrying it out of a tall blond young man, well known in the highest and
most careless society and a patron of all the lighter arts. About thirty
five minutes after the beginning of M
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concert my friend will spring out of his seat,grasp the likeliestlooking,

nimblest-toed jeune fille within reach, and prance off up the aisle

toward the platform with her in an exuberant fox-trot. It may create a

sensation. Doubtless it will. He will be arrested, fined perhaps even

jailed. But what of that? What of a little personal discomfort? With that

one spontaneous gesta, that sly reductio ad absurdamthe musical

stars will be reset in their course, and the world will be made safe again

for Bach, Beethoven, George W Chadwic

About 75 years later we all know the effect and influence of jazz.
We have the luxury of definitely knowing the influence of jazz in the 20
century and that Lopez was correct in his thinking as did Whiteman
and Gershwin.

Anot her article 1 n the January 30,
Jazz and t he Jazthe ifliencg of gayz, notronytie s o f
America but overseas:

AKI NG JAZZ AND THWE JAZZ KI NGS
It came to pass that a certain rich man, who owns a wonderful
estate near Washington, was giving a party no; to use the jazz dialect
of the day, this butterande gg man was At hrowingo a
arranged to have one of the jazz kings on hand with his orchestra,
regardless of expense. His choice, on which he rided himself, was
Vincent Lopez. At the eleventh hour hiswifé t he r i ch Tmands wi f
a feelingthat, to impart a final touch of luster to the occasion, to satisfy
the most exacting taste and eclipse not only every party that had yet
been Athrownodo but also every other on
one thing yet was needful, and that was the preace of a certain other
jazz king, Paul Whiteman, duly attend by his orchestra.
Very well. The story goes on, as related by Paul Kinkead, that Mr.
Rich Man called Whiteman on the telephone and told him to fix a price.
Whiteman replied that his orchestra wa engaged for a big function and
could not break the agreement. The man persisted, and asked
Whiteman if he would come, provided he was released from the other
host. Then he called the man who was giving the party in New York and
pleaded with him to releag Whiteman. The New Yorker consented, and
Whiteman was told to name a figure. Telling the story inLiberty, Mr.
Kinkead continues:
He named one that sounded like a band statement, and was told to
bring his musicians. That night the hostess had her littlertumph with
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Vincent Lopez at one end of the dance floor and Paul Whiteman at the
other, one orchestra starting as soon as the other concluded a dance
number. The bill, it was rumored in Washington, was twelve thousand
dollars for music, but what mattered it? They had the two leading jazz
orchestras of the world.

After which it is no great strain on the imagination to grasp the
l dea t hat the United States #fis payi
dol |l ars a year for seductive .soyncopat.

Thus we see the popularity and importance of both Whiteman

and Lopez. Lopez went on to work with his orchestra for years. While
Whiteman continued in popularity as did Lopez, it was Lopez who
changed his style to fit the times and to continue his pofarity with new
ideas and innovations. (More on this later in this article.)

Lopez was a showman and was (as Sousa was) to the desires of his
audi ence. Il n an article in the March
we find an article on this subjectofppasi ng hi s audi e3nceo:

ALOPEZ SPBAKI NG

What | | earn from your face as you
to "get" you, down to your feet - words and accompaniment by Vincent
Lopez.

How do you | i ke your music served?
every other director of a group of musicians, to guess the answer.
Assembling melody menus that will tickle your musical palate is the
toughest task that confronts the orchestra chief. The most skillful
handling in the worl d wonBetnunberd a §pr
have been chosen with a view to falling in with the mood of the
audience.

For instance, | woul dndot think of p
asevero00Ccl ock dinner as | di sh up for a
aim is to get responsive vibratios from as many persons as possible.
Someti mes hot, peppy stuff wi | | do |
mel odi c music which gets them. |t doe
an audience. I f a number doesndt hit
and if | sense that the program isndt goi

hesitate to change it radically.

Sometimes | have had to alter entirely the nature of a program. If
people are restless, | put on something to soothe them. If | know there
are people presat who have suffered troubles or reverses, | work in
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somet hing full o f freshness and gl ad

already in a happy mood, I pl unge ri g
me from the start. A dull moment is felt instantly by an ochestra leader
fand ités a terrible moment for him.

The secret of a good jazz program is variety. If a certain number
misses fire with some of the crowd, it catches on with others. The second
wins over the people who wegnplgédt <caug
tune that catches everybody at the same time. It builds up and produces
the greatest number of vibrations in the greatest number of people.
A patrticular hit may become associated with a particular leader,
j ust as definitely wasYofif klbe i Si d e wnaklekds

Smith. ANol a, 06 for Il nstance, I's the j
from me. | played it first some years ago, and it went big. | tried to get
away from it, but I coul dnodot . Peopl e

t hey wdea datdsiied until they got it. The secret of the success of
this number is simply that it made people jingle down inside of them
and it will keep on doing so as long as it is played.

How | Beat the Big Boys

To get the most out of our modern music theaudience must be in
an attitude of repose. That is why public men are the worst jazz
audiences in the world.

Statesman, financiers and business leaders may have outward

poi s e, but i nwardly they are seldom i
too much ontheir minds, and a man in this state is mighty hard to
Aget . O

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

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

Public men, because their interests are more concentrated, more
self-centered, know less about popular music than the average person.
When you appear personally lefore themi or when you know they are
in a mixed audiencei you know they are antagoni s
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the usual sense. They want to have a good time, they try their best, but
they just donot know how. Their minds
affairs, and this makes for unconscious antagonism. They fight your
music.
Music lovers and dance lovers throw everything else into the
di scard when they |isten to the drum
manodos mind is on the next esénst¢hei on or
waves of sound that beat on his ears, demanding attention.
When | know | am to play particularly for big public men or
when | know there are some of them in the audience, | go out to get
them and them alone. | tune myself inwardly as carefullyas one would
tune a violin and get all set to receive the return vibrations from my
distinguished listeners.
| get back from my audience just as much rhythm as | give out,
provided that | am laying the right kind of music.
From a dance floor, filled with average people, this return
vi bration is great and inspiring, but
playing in a private room for a man whose mind is on politics, finance
or business.
| know one mani a great international trader 1 who had an
unfortunate love affair in his early twenties. Eventually, he married
another woman. His early tendency was toward gayety and the
romantic. He was a splendid dancer as a young man, but his experience
soured him i inwardly. He still is cordial and genial to all outward
appearances. He loves to talk and laugh, but there is one thing he cannot
standi jazz music.
No, he never told me of his aversion to jazz.
But | learned of it from little things he has told me and that his
friends have told me andi most of alli from the look in his eyes when
he hears me play.
They have no expression in them. They shift and roam. Never
does he permit himself to absorb enough of the rhythm and gayety of
the music to cause his face to light up and unless | can get that silent
applause fom a man, | know | have not won his interest.

Easy Al of the Sidewalks
Of course there are some big men who never had souls to start

with. With them | have no chance at all. Some may not understand
music, and some may dislike it intensely. These peoplerea all
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unconsciously antagonistic to jazz.

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

There are hopeless; | never even try to get them.

In the last few months | have played before many men whose
names are in the newspapers al most dai

Whenever anyone mentions the New York governor, one song
broadcasts itself into your mind.

The orchestra that woul dn®orlpd ay i
as a musical accompani ment to govern
something wrong with it.

| have asked why the governor likes this particular number so

wel | . That 6s easy. AThe sidewal ks of

Smith i s a masasnasmm@ind. himsek, argl thig,drom my

point of view, makes him easier to fAbr
Among his other favorite songs I

Yorko and ASilverhead. o

James J. Walker, another man with a popular mind, likes nothing
better than to hear a jazz program in a restaurant or over the air. His

favorite song, of course, is AW ||l Yol
May?0 Thereds r eaddewoteathimselfh f or t his
That s not a sl am at titeenesulbofg, how

pep and personality.

Of course | should have led off this list with President Coolidge,
but I di dnot b e c a u-baed informbtiarc K | were | i abl e,
called upon to play for the President, | would select a program of the
quieter, deeply melodious numbers. | think | would reach him more
quickly that way than any other, except perhaps by patriotic and
mar ti al musi c, I happen to know t hat
Stripes forever. o

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

Great financiers, I shoul d say, ar
man in the world. | have played for few in this country. On one
occason, | recall, J. P. Morgan was present when | conducted. He was
cordial, and he smiled, but my reading of faces and eyes failed me
completely and | was unable to decide what impression if any i my
orchestra made on him.

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

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

Next to the airs from APinafore, o ¢
T which is hardly surprising.

While playing at the London Hippodrome for eight weeks last
summer | had a splendid opportunity to make a comparison between
the effect of jazz upon pominent Americans and prominent
Englishmen. And | believe that Englishmen of note are more whole
heartedly fond of jazz in its jazziest form than are our own
distinguished citizens. The Earl of Suffolk, for instance, likes his jazz

neat . He i €esfondhef EABl uwas a regul ar
Kat Club in London while | was playing there with my twenty-two boys.
There is a song called AThe Meanest K

times | played that at his request.

The Duke of Marlborough likes pretty melodic numbers and
nevertires of listening to the saxophones. He presented me, by the way,
with a silver and ivory baton engraved with his name. | talked over with
him some of the theories | have set down here, and he agreed with me.

His favorite song i s AWaiting for the Sunris
anot her who keenly appreciates musi c,
Dreams. 0O

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

Richard, | believe, is one of the keenest men in the world when it
comes to dealingwi t h crowds and giving them \
proud to think that he has been won over by my playing. Indeed, he has
asked me to study the acoustics of his new garden with a view to
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furnishing the music.

Throughout this little piece | have used the word a z z . But | dc
like it. | hate it as a feeble attempt to characterize the new development
i n modern musi c. T h anbders. Thehsgncopated d | I

arrangements in vogue today are direct outgrowths of the war. They are
orchestrated life, full of pep and freshness. This country has been the
leader in their development, and we are moving on to further
achievement.

America is destined to be the most musical land in the world.
Other nations are older and have had more experience with music than
we have had, but we are getting more musical every day. We are
beginning, at | ast, to distinguish t
progress. o0

On the same subject we find a column written by Robert W.
Dana on August 214, 1954 in his col umn

i @e of the most successful figures in the hotel and café phase of
show business over a period of years is Vincent Lopez, musician, band
leader, showman, scholar and author.

On June 27 Vincent and his orchestra, starting their 14 year of
playing for lunch and dinner i dancing in the Grill Room of the Taft,

Seventh Ave. and 50 St.

| dropped by the grill Wednesday afternoon to say hello to the
piano maestro and find out about a possible state of boredom. He was
alive, articulate and elated over the success his first presentation of
AFashions Wi th Music. 0 And he coul d n«
new caper before he spread out his whole deck of previous innovations:
AShake the Mar acas, O N Me et t he Peopl
afternoon concerts.

Style Show With MusiciiFas hi ons Wi th Musi co Wwi
once a month, showing dresses of leading designers and tied in with the
bandds music. A panel of feminine jud
to choose three outstanding dresses from about eighthese, made to fit,
are awarded to three winners of numbers in a balloon dance directly
following the modeling.

As Mr . Lopez says: Aln Tin Pan Al
idea for a song, he almost thinks of a girl he connects the song with
ASweete, ® ACecelia, 06 ARose Marie, 0 Wit
around. A pretty girl makes me think of a song, like the first pretty girl
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in the fashion makes me think of the burr and a touch of heather in
ARoamind in the Gl oamin.o
Another Frolic T Not long agoVincent decided to hold concerts
Mondays from 2 p.m. in the grill. No dancing, no vocals, but music to
represent the tastes of the entire country, hillbilly to classical, oktime
and modern. An innovation that is delighting the lunch crowd on this
day, and no tax, either.
On Wednesday and Saturdays the customers howl as they join in
the game of AShake the Maracas. 0 The
interview or chat with the band leader. The contestant then sings or
dances his or her specialty and concluddsy shaking the maracas to the
rumba tempo of the band.
Vincent Lopez has long been a student of numerology and has
authored two interesting books. iWh at 0 s Aheado and i
Horoscope. 0 His next vol ume, AMy Key
Mo n a st is scheduded for publication in December. He uses this
special knowledge of numerology for a feature he calls Forecasting

Time. o0 Customers fill out <cards with
Mr. Lopez sometimes answers as many as 50 of them in 10 minutEsr
wh at he calls Athemoriztion, 0 he take

numerals and puts them together to find the musical melody that best
reacts to the name.

Radio Interviews i during the week Vincent has 11 radio wires
and during these broadcastdnterviews customers at ringside. At least
45 percent of the customers come from the metropolitan area. The
strongest outof-town play is from the south, particularly the
Carolinas. o

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

Felix Arndt & Nola

Lopezb6s theme song Nol a, was writt.
Locke as an engagement song ten months before they married. He was
born in New York City on May 20, 1889 and educated in the New York
School system. His mother, Countess Fevier, was said to have be related
to Napoleon lll. As a young songwriter he wrote for several years for
vaudeville stars Bayes and Norworth and Gus Bdards. He made piano
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rolls for duo-art and QRS and others, some 3000 of them.

Felix was a fine pianist and had an influence on the young and
unknown George Gershwin. Gershwin would visit Felix at his studio in
the Aeolian building on 429 St., between & and 7" Avenues. This

experience of Gershwin is said to be
ARi alto Rippl es. | t I's said that Arn
Aeol i an Hall. This influence as David

Gershwino writes:

A Ar n thfluénse on Gershwin has never been properly stressed.
Gershwin often visited Arndt at his s
4279 Street and was a great admirer of his piano music, which the
composer played to him by the hour. It is this contact with Armlt that
possibly stimulated Gershwin to write
Arndt s ragtime writing for the piani
assimilated, was by no means a negligible influence in shaping
Gershwindés own style of writing for tl

Nola was recorded by Les Paul and became a top 10 hit in 1950.

Arndt died tragically while very young (just 29) during the 1918 New
York influenza epidemic.

Vincent Lopez has never received the credit for his position in the
progress of jazz. He, along wh Paul Whiteman earned a high position
in the popular music history of the United States. The positions that
they took on the place of jazz music as a legitimate art form has been
proven correct and they have proved to any early critics of their

opinionsthat t hey were right. Lopez rival e
king of j azz, or , i n Lopezds words, m
not only a great musician but endeavored to know his audiences and

pl ease them with his prograacmsusic Whi | e

lost favor as the new swing bands made their music the new favorite, he

still holds a place of dignity in the history of American popular music.

But ti mes change, and Guy Lombardoos
New Year's Eve. Nostalgic as it mg be, times go on and new styles come

i nto existence much the same as Lopez:¢
as was Whiteman and Gershwin. Long live their music.
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Roger Wolfe Kahn
and
Otto Kahn

First some materi al on Roger 6s f

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

As to what this same press thinks
The Times and The World write editorially upon the subject. The Times
heads its editori al remar ks with the
Not Be Accept ed, oheaauths df imagmarypcdatitssa | nt o
whole series of statements contradicting M. Kahn. The World agrees, at

| east, that Ahis thesis is soundo and
i's American. o0 The Worl d also says: Al
unani mously sniff at jazz, o6 which is n

musicians are actually writing jazz compositions, but is significant
nevertheless, for there is a tremendous prejudice among a majority of
American musicians against jazz.
This prejudice  wi | | not be | essened by Mr.
who hold it actually believe they are upholding the best traditions of
musical art in opposing jazz. They have not the patience to wait and see
what it may develop into, nor are they, apparently, consciai of the
beautiful (it seems so to us) tone color of the best jazz orchestras. It is
pleasant to have Mr. Kahn defend jazz, but how much better would it be
if some of our reatmusical, pedagogical leaders had said just what he
said?
But no! These musiciang and The World is almost right when it
uses t he word Aunani mousoi willonotdescr il
acknowl edge that way good can ever p
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thing. They give the impression that they would rather America had no

national music then that this music should grow out of jazz. As The

Times says, if jazz expresses the American spirit, then the American
spirit fAdAis i n a very ilnaddertemttyyperldapsAnd t h e
ifcall s attention to the crpxobesmochk oc
when it intimates that jazz violates the laws of music.

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

Do not the experiences of the past suggest the wisdom of
tolerance? And do they really think,
Worl dés ter m, that Jjazz <canitstays anyboc
what it is or grows into a serious musical idiom, who can it hurt? Will it
prevent performances, as in the past, of the classics? If Whiteman and
Lopez play some of the classics on their jazz orchestras, is that any
worse than to play the classicen military bands? Is a band of grass and
wood with the clarinets taking the place of the violins any better than a
band of brass, saxophones and strings?

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

NOVEMBER 28 1 MUSICAL NEWS

KAHN WANTS A JAZZ OPERA TO PRODUCE ON
METROPOLITAN STAGE 1 Otto H. Kahn, financier and chairman of
the Metropolitan Opera Company, has offered to produce a jazz opera
at the Metropolitan i on conditions.

AWIith an i nterest 1 n | w@weothists@aj ght ene
Roger, in organizing a jazz orchestra, he has talked of jazz opera with
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Irving Berlin, Jerome Kern and George Gershwin.

AHe told them the opera should not
maiden for a palefaced hunter but the story of a stengrapher, shop girl
or any of the American types whose life is one of bobbed hair, subway
riding, movies and flapperism.

Al 6d give my right arm to be able
yesterday. ABut I donot feel |l 6m equi
would take the qualities of a Victor Herbert. Mr. Kern also said he did
not consider himself equipped, but expressed sympathy with the idea.

ARGer shwin has taken a step toward
ORhapsody in Blue. 6 He indiismaked he we

I n reference to this Charles Henry
rushes to the defense of the noblest national airtwell, he is able to treat
the Metropolitan as a toy. o

El eanor Everest Freer says: AArt 1 s
and technig it needs no claptrap or jazz basis, as Otto Kahn advocates
and when Americans take the operatic destinies of the country into his

own hands, then only, will the countr
Mr s . Freer also quotes Del amarter

must be based upon musical culture; and if based on folk tunes is

I mitative, not wholly creative. 6 i
Everybodyds talking aboutisbt! | EvYésy

have a symposium.
Music News will, on Friday, December 12, print all the comment
on the subject which has been received at this office by Monday th& 8
No matter which side you takei no matter whether you are
professional or layman and, above all, no matter whether you are an
advertiser in Music News or not, just so long as you hawen opinion on
the matter and are not afraid to sigh
and we will hope to get, out of a variety of opinions, something more to
think about

JUNE 57 LONDON EVENING NEWS

| NTERVI EW WI TH OTTO KAHN. AYothatar e su

jazz is the music of the future, Mr . I
AOf cour se, I hold no such belief,

think is that, notwithstanding the imperfections of presentday jazz,

there will develop out of it n the future, a genuine and significant

American contribution to the art of music.
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NRnJazz iIs a novel and characteristic
African origin, but America has taken it, modified it, and made it its
own. It is easy enough to deride or disparage it, but any movement
which is so vigorously intense, which has divulged new instrumental
colors and values, which has taken so firm a footing in its home country,
aroused so much attention abroad, and is the object of such great
interest to European musicians visiting Americai any uch movement
has a claim to be taken seriously.

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

nJazz S mani festly l i mi ted and a
present stage,; its failings 6jump at
60at t hoetit @oasrci@aracteristically mirror some of the conditions
of our modern life. It has rhythm and dynamics, and seeks what is too
of ten negl ected -tbhogynetdlbe omormo d@&hing hc o
melody. It is sincere and spontaneous and stands robustbn its feet,
boldly disregardful of rules and precedent.

nA friatse¢é 6jazzyd American revue ofr
swiftly rushing pace, the spontaneous grace, zest and swing of its
dancing, the tang of its humor, the kaleidoscope of its color, tHaustling,
palpitating rhythm of its American talent than a savorless grand opera,
composed with painstaking erudition and technical impeccability after
the model of Wagner, Debussy or Strauss. By which | do not mean to be
understood as upholding jazz as aodel. | look upon jazz as a phase, as
a transition, not as a completed process.

The Lesson of the Skyscraper

AAbout thirty years ago the skyscre
an ugly, overornamented thing, in keeping with the ugliness of the
monotonous r 0 WS of stobm®an houses, when t h
prevailing architecture of New York.

ANow, the skyscraper has become bea
In its mass and line, in its hold sweep upward wholly uninterrupted by
unmeaning ornamentation, expressie of power and striving, and at the
same time admirably adapted for its utilitarian purpose.

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

ARAs the skyscraper, an original Ar
from crudity to beauty, came to be an American contribution to art, so |
believe that out of the seed of the t

will spring to fruition which will take a worthy place in art.

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

A Task for Young Composers

AWIi Il there ever by jazz oper a, Mr .
A 0Jazz operad strikes meo Mr. Kahi

terms. In its literal meaning, it is utterly unthinkable. But | do hope that

some of theyoung American composers who, at present, are devoting

their talents to producing jazz dance music andazz songs will tackle

more important and more exacting tasks. | hope some of them will try

their hand at opera and endeavor to express themselves iheir own

way 1 themselves and the spirit of the life which surrounds them;

however unconventional that way may be.

ASuch an opera wil|l probably cont
rhythm, and characteristics of jazz, but whether it does or does not, is
immateria | . The main question i s: OHas t |

Does the composer have something to say, and does he say it in the
manner which, to him, is the natural and spontaneous way of expressing
hi msel f ?0
ASimilarly, with the bbdawkfromthel st ory

fullness of preseid ay | i f e. Dondt | et It deal
hunter for an Indian maiden who, in the last act, throws herself over a
precipice.

AThere iIs a call for a new departur
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that the old may be neglected, or looked at askance, or thrust aside. But
while respectful of the accumulated treasures, achievements and lessons
of the past, and reverential of the masters, music should seek to express
its day and even to anticipate. True art is eternalbut it is too stationary.

AThe Metropolitan Opera in New Yor k
conceives it to be its duty to encourage and foster every meritorious
manifestation of American musical talent, and will gladly produce
operas whether by a jazz compas or by anyone else, and however

unorthodox in style, provided they ar e
| asked Mr. Kahn whether he was encouraging his son to follow
up | azz, for which he has shown di sti |

Is eighteen, hafeen conducting and working with, and composing for,
jazz orchestras for some time in New York, and his activities have
attracted considerable notice there.

A New Flavor to Inherited Talent

AMy sonb6s devel opment i s, oBt, cour s e
least of all outside of his own country. If | speak of his activities in
music, | do so merely to illustrate a phenomenon of which, from my own
observation, | see him as a typical example.

ARnAs far back as | have per smoyal rec
great-grandparents), music has been cultivated in my family. From that
ancestry, my son has inherited the taste and gift for music. But and
here is the phenomenon to which | refeii there is some peculiar and
powerful force at work in the American atmosphere, whether it be sun,
soil, climate, environment, or whatever else, which in the case of those
born in America, of whatever European racial stock, transmute
inherited traits and qualities into distinctively American ways and
characteristics.

A My & a nase in point. His inherited taste and gift for music
manifest themselves, thus far, mainly in what are among the essential
American traits, namely, rhythm and dynamics. Hence he is drawn now
to what, for want of a better term, is comprehensivelycdled o6j azz, 6 &
expresses himself in that musical idiom.

AHe wi | | | at er on come to Europe t
European conservatory, as quite a number of young Americans are
doing. It will be interesting to observe, in his case, as in the case of
others, what will be the effect upon these intense, eager, spontaneous,
young American minds, of contact with the atmosphere and traditions
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of Europe and with the influences they will encounter in European
schools of music. o

1925 - March 151 New York Times

Finally, into the musical sawdust circle leaped Otto H. Kahn,
liberal patron of the arts, with some liberally misquoted remarks on
jazz which many people reported as an invitation for some aspiring

young genius to composer a jazz opera for thlet r opol i t ands ¢
stage.

192517 Apr i | 25, Musi cal Ameri ca AAwai t i
Operabo

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

oper

19251 May i Arts & Decorationsin The Thr ee Emperors of

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

Who will achieve this initial step and win the golden opportunity
that awaits the creator of this first American jazz opera? Will it be
Kern, Berlin or Gershwin who will succeed in registering their rhythms
and basicthemes up on a wider plane, or the American composer, John
Alden Carpenter, of greater orchestral dimensions, who will further
carry out his initial efforts in this line? Who will win in this great
contest, and whom shall we recognize as the budding geniuwdose
richness of harmonization has created a greater and more recognized
field for our national American jazz music background?
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192671 April 6 T Independenti iJazz i n High Pl acesbo

Within the next few seasons we may expect to see, wedged in
bet weegn ifaRRai 0 and ALohengrin, o the Vv
jazz operas, for Otto Kahn intimated more than a year ago how
sweeping and all embracing was the attitude of the Cazzaza regime
toward all deserving American composers, whether they hail from the
Littlefield Musical Conservatory or from Broadway. Arthur Hopkins
has already negotiated for his own jazz opera, which is to be written by
W. Frank Harling, whose fAA Light from
Chicago something more than the menace of the BladBelt and the
whereabouts of Ben Hecht to discuss. Mr. Hopkins choice was a wise
oneand perhaps after hearing Ger shwi n¢
contraption, the only one.
| f AA Light from St . Agneso 1 s any
attitude toward the use of jazz in opera construction, his view is by far
the sanest of all those writing in that style, for in his work he uses jazz,
not as an expression of a nation or a phase, but as the keynote of a
character. The AJazz chaaiaDinate,a I n Mr
soldier, drunken product of the New Orleans underworld. The vile
revelry in which she passes her life may easily be expressed by the
vulgarity of jazz as we understand it today. But even here this woman is
no more typical of America than is the bedraggled creature who
straggles about the docks of Vera Cruz.
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Roger Wolfe Kahn

Roger was born in Morristown, New Jersey on Oct. 19, 1907 to a
wealthy family, his father, Otto, was an international banker. Kahn had
a talent for music and is said to have learned to play 18 musical
instruments and started in his own orchestra in 1923 at the age of 16.
Having his fatherdéds blessing and
musicians of his day to play in his band and to record with it. A listhat
included Joe Venuti, Eddie Land, Artie Shaw, Jack Teagarden, Red
Nichols, the Dorsey brothers and Gene Krupa. The band recorded for
Victor until 1929, then with Columbia in 192930 and for Brunswick in
1932.

Kahn not only was a good musician but que a showman. He
always had fun conducting his orchestra. It is said that as the band was
playing he would throw himself on the floor and wave his legs in the air.
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Once he became extremely popular and successful he tired of the band
business and disbandedhe group. He had a great interest in the young
field of aviation. Hand evaentuallg oh 1941 s pi | ¢
during the Second World War, he became a test pilot for the Gruman
Aircraft Engineering Corporation. Kahn tested many of the aircraft
used in WWII by American pilots. He did, in his later life return to
conducting and composing.
In 1931 he married musical comedy actress Hannah Williams.
They were married at his famil|lyds est
being kept secret fromthepub i ¢ f or about 2 weeks uni
Sweet and Lowvelosed.

%

Hannah Williams
The couple was divorced 2 years later and after a short time Williams
married boxing champion Jack Dempsey. Kahn married Edith May
Nel son in 1933 and stayed married unt
in New York City in 1962. His scrapbook is at the Jaz Archives at
Rutgers University Jazz Library. While he was not a prolific composer
he di d write t wo hits, ANCrazy Rhyth
composed two musical comediedd e r e 6 s andHAmmericana, and a
musical review\Vogues of 1924.
Kahnos f suchehatWweappeared on the cover of the Nov.
12, Vol. X, 1927 issue of Time Magazine.
Kahn rehearsed his group at the Kahn family mansion on '5
Avenue in New York and the band madeits debut at the Bohemian
Cabaret in New York City in 1924
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MAY 5 - OUTLOOK

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

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

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

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

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

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

The following year Roger decides to have a jazz band of his own.
He made an arrangement to take over Andy Lange's orchestra in the
Knickerbocker Grill in New York City, guaranteeing Lange the full
amount which he was then receiving for his orchestra, $1,8@0week.

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

Roger determined to build around the nucleus of the Lange
orchestra the finest jazz ensemble in New York City. He offered the
highest prices of any orchestra in town. He paid his musicians from
$150 a week up, with the accd on the up. In this way he attracted the
star performers of the other noted bands. But with these large salaries
he found himself losing $600 a week from his Knickerbocker Grill
engagement. He was forced to borrow $25,000 from his father to keep
up operations. Broadway thought this 'rich kid' an easy mark, and
everyone who had a wildcat theatrical or musical scheme cultivated
young Kahn with the hope of getting some of his money. He fooled them
all. He kept his head and doggedly held to his purpose of @tng a
notable dance orchestra, even though it continued a weekly financial
drain on his borrowed money. He refused to be swerved from his course
of any of the schemers.
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During this period of family restrictions from directing, playing,
or using the Kahn name for his orchestra he called it "The Roger Wolfe
Band." Every night he sat at a nearby-table, crazy with desire to join in
the playing himself. He devoted long hours to rehearsals, arranging the
musical scores, dickering for new men, and once in a whaihe broke
over the bounds in the excitement of his orchestra's success and picked
up an instrument himself and joined in the playing.

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

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

He then arranged to "double" his band into the leading vaudeville
houses during the off hours at the hotel. By real showmanship ability he
has made the orchestra one of the most popular features of Newrks
two largest vaudeville theaters, the Hippodrome and the Palace. He has
had more "repeat engagements" at these theaters than any other
orchestra in the country. Some weeks he plays both of the theaters
together, getting a salary of $2,200 a week frormaeh.

His next activity was to sign up for recording work with the Victor
Phonograph Company. He now records for them the most popular
dance numbers and receives $1,000 for each recording date. At each one
of these dates he makes about four records, and lmas an average of
one recording engagement each week.

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

His father has become very proud of the boy's achievementse

99



10C

subscibes to six clipping bureaus and glories in the flattering press
notices accorded to Riger.

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

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

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

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

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

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

19261 March 26- Literary Digest- i Debunki ng Jazzo

"Roger Kahn, for example, who saddened a whole bright Autumn
day for me by saying that he had read my article ‘with geat
indignation,' also 'exposedhimself,’ to an interviewer, 'as opposed to the
jazzing of classical music,' | myself would not go as far as that. If any
jazzist will write me a musical commentary on something of Chopin's or
Grieg's that is as witty as, say, JC. Squire's parodies of Byron and
Wordsworth, or Mr. Sidgwick's of W. B. Yeats's 'Innisfree,' or Brahms's
treatment at certain points of a theme by Paganini, no one will be more
pleased with his effort than I. All | object to is the practice of a very
difficult and subtle art by think-fingered bunglers.

19251 Dec. 12, Music News i Ou r JYanpon$ s mo

Ashley Pettis

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

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

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

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

"The jazz composer is not a trained musician, nor generally
speaking, is he able to create a new jazz number withothe assistance
of others. He is neither artist nor artisan. He knows what will appeal to
the Broadway public. He must tickle their senses. He must make them
scrape their feet on the floor. This does not in any way express American
ideals or aspirations andis no more a part of our music than the
Broadway slang, which is equally as colorful, is a part of our written
language. Jazz may be compared with our caricatures and cartoons. If
we must have jazz in Carnegie Hall why not have collapsible seats and
permit the audience to express the emotion which jazz arouses, which
are only physical. All great music has been founded upon folk music,
but this music has always had a spiritual significance. Jazz has no such
significance, and if the characteristics which aamunt for its existence
were eliminated it would no longer be jazz." Mr. Pettis supplemented
this statement by telling of the favorable reception given to the art
music of America in the various cities of Germany like Dresden and
Hamburg, and in many places he said, it was heard for the first time
with great interest. 'Foreign artists, as a rule,’ he concluded, 'like to see
America backward musically, because they reap the benefit of it." "
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Royalty has long had a weakness for drumming. Our nearest
approachto a royal drummer is young Roger Wolfe Kahn, who, though
heralded as one playing a wicked saxophone and plucking a mean
banjo, became a member of the New York Musicians' Union as a snare
drummer. But we have recently entertained a real royal drummer in he
Prince of Wales. The future King of England goes in for all sorts of
moral amusements. It is not strange, therefore, that in this heyday of
instruments of percussion he should develop skill as a trap drummer.

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

19251 Jan 301 Literary Digest T i Ki_ ng Jaz zz za nKd ntghsed

The range of prices for musicians is so great it is impossible to
figure from a purely salary basis. You can hire a jazz orchestra for fifty
dollars an evening- and up, with the accent on the up.

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

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

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

The proposal to raid upper Fifth Avenue and establish the first
night club in the midst of exclusiveness furnished another thrill to New
York - and another jar to the Kahn family. In fact, the big project was
held in abeyance, waiting the consent of the father. But, since young
Roger Wolf has nd yet lost an argument, the Club Fifth Avenue project,
which is intended to give New York's most exclusive set the same chance
to have fun as the rest of the people, probably will go over; and, as a
financial proposition, it is the soundest of them all.

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

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

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

"Mr. Cooper will not be down to-day."

"May | leave a note for him?" | asked.

The boy scurried around, found paper and pencil, placed a ir
for me at a desk, and for half an hour kept busy waiting on me. Then
the publicity manager came in, and knew me. So we sat down and
talked of Roger Wolf Kahn, his past, present, future, his morals, his
manners, his prospects discussing him freely andsomewhat breezily. |
noticed the boy seemed as delighted as a mischievous kid and | became
suspicious.

"Is this Mr. Kahn?" | demanded.

Yes - | thought you knew him," ejaculated the publicity man, as
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he introduced us.

"l thought you were the office boy," | exclaimed.

The youngster threw back his head and burst into a genuine
laugh, tickled to death that he had put it over.

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

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

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

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

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

Once convinced that the boy's idemswere practical, Otto H. Kahn
encouraged and backed him to the limit. It may have jarred him to hear
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drums, oboe, and saxophone jazzing the Meditation from Thais, but he
did not weaken. The boy showed surprising aptitude for business and
for organization. Instead of proving a "sap" for the Broadway "wise
ones," he convinced even the hardest boiled eggs in Tin Pan Alley that
he "is the goods." He opened an office, selected efficient aids, and
proved himself an adept in choosing musicians. He abandoned higp

of going to college at Princeton, and decided to devote his life to music,
and to the development of what we call jazz into a distinctive form of
American musical expression.

He organized his own orchestra, which he leads in person at the
Biltmore twice a day. It is the highest paid jazz orchestra in the world,
and composed of artists chosen from the best bands in the country.
Besides that, he controls the new porters, the Dopey Dozen, the Society
Serenaders, the Mayfair Melodians, a female orchestra tad the
Debutantes, and several others, and is ready to supply jazz wholesale or
retail, day or night. He asks and receives higher prices than any one in
New York. My guess is that, after paying the highest prices to
performers, he is making about two thaisand five hundred dollars a
week. Which is fair for a nineteen yeaiold boy.

Among the songs he has written ard Love You Sincerely, Nobody
Loves Me, Let Me Be theOne for You, Why? And a pretentious
composition called Pep.

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

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

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

to realize its possibilities. | got acquainted with some musical fellows,
too. Probably it was the saxophone that gave me the entree to the best
jazz circles.

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

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

"We are not fully up to the possibilities of this new type of musical
expression. There are glaring faults, musically, in mosdf the jazz, and
these faults must be eradicatedSomeonewill do it, and | want to
contribute something toward its development.”

Is he learning the game? Listen!

"We're not off the nut yet. But we're coming."

Quotes from Books

The Night Club Era
The doings of Roger Wolfe Kahn, son of the banker Otto, who lost
a | ot of money on his night club, ALe

McCarthy Big Band Jazz

Glenn Miller, who was out to emulate the sound of the then
enormously popular and commercially successful Roger Wolfe Kah
Orchestra. (pagel82)

Tommy Dorseyi from 1925 alternated working in big bands such
as Whiteman, Roger Wolfe Kahn and others (page 219)

Artie Shaw 1 Toured with Roger Wolfe Kahn in 1933 (page 261)

Along came Roger Wolfe Kahn, son of millionaire bankerand
philanthropist Otto Kahn (and co-composer of the popular standard
ACrazy Rhythmo), with plans to form a
t he Pennsyl vani a -26sodrckelstra, rasidehtnad the mi d
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Biltmore, had been the talk of New York, with Miff Mole, Joe Venuti,
Vic Berton, and trumpeter Leo McConville among its stars. Jack
Teagarden, subbing for Mole, took his first major recorded trombone
solo on a 1928 Kahn session.

Now Kahn was building a brandnew band with a brandnew
book i one that calledfor the lead alto to play the jazz clarinet solos.
The socialtel eader 6s choice for that chair
his finances still shaky after the auto accident and its aftermath, was
determined to be hired only on his terms, which started witithe 7 for
19327 outlandish weekly salary of $500.

Al told him, 0 | -payannativantee and theeresk s h a |

whil e | play. 6 He gave it iddlarhbils. | ¢ h:
and took it home. Claude Thornhill and his wife Polly were livhng in the

same building: hedbd come in from CIl e\
card. | knocked on their door, and when Polly opened it | went ZAP!

Tossed 1t all in the air. I donot kno
was quite a pile. Claude stoodtheres t unned . He coul dnodot |
kept vyelling, 6ls this real ? 1|1 s this 1

It was a good band, with Charlie Teagarden, Larry Binyon, and
drummer Chauncey Morehouse among the sidemen and arrangements
by Thornhill, Arthur Schutt, Bill Challis, and even a seventeen yeaold
Eddie Sauter. They played Boston and Atlantic City, did six weeks at the
Gril | Room of the Pennsylvania Hot el [
the bluesit he waiters and the rest of them
of Kahno6g busnotthee hleaderi signed on for the pit orchestra
of the Gershwin showPardon MY English. After tryouts in Boston it
opened in New York on January 20, 1933, and lasted only forsix
performances. Kahn reassembled his men that spring for a month ahé
swanky Club Forest, in New Orleand but that was the end of the road.
The leader, a new wife at his side (a brief marriage to singer Hannah
Williams had come and gone in 1932), sailed for Europe on august 5,
1933.0

Shaw: Roger Wolfe Kahn was like that. He was a dilettante, a rich
kid, and he got bored withit.I dondét believe in dilett
thing about music not being supported is that either you make it work

or you donodét. That asThegaywho carfaffordioe due s
do it because heds subsidized doesnot
Lost Chords

Miff Mole 7 Roger Wolfe Kahn, 22 year old son of millionaire
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banker Otto Kahn, hired Mole for good money to play in an all star
band he was putting together he was putting into the Biltmore Hotel.
Miff stayed with Kahn 18 months i on condition that Miff could also
continue to record as a freelanceiPagel28

Miff, with characteristic look of competitiveness, had even sent
the newcomer (sic. Teagarden) in as a
I n March of 1928. Teagardends chorus
generally considered his recording debut, created a sengat when it
was issued and did much to fix the Texan in the minds of potential
empl oyees for whom, before this, the
Mole and Tommy Dorsey.

Vic Burton (sic. One of the great drummers in this era) played
with Roger Wolfe Kahn. i Pagel40Eddie Miller T put in a few months
with Kahn 7 page 140

In late 1925, the most commercially successful white orchestras
playing for dancing apart from Paul V
Wolfe Kahn, Ray Miller, Isham Jones and the New York based
California Ramblers. i page 321

Glenn Miller 7 fashioned his arrangenents after the successful
NewYor k 6Soci ety Band of Roger Wol fe K
jazz man as Miff Mole and the violin/guitar team of Joe Venuti and
Eddi e Langé. AlButGoiotdman @AdAThe Kingdom ¢

Kahn bandds arrangements owere prett
sound so now, but they were for us, especially as (our) level of reading
ability wasnot very high. As Benny t
Southermoor at 2 am the night before a recording date, then started
rehearsing the new score. Al't took wus

he said. The session was scheduled for nine.

Sure enough, the sound is clearly on the Kahn model, replete with
aparofviol ins played by Pollackébés cousin
named Victor Young, who had studied at the Warsaw Conservatory in
Poland and already gained experience on the international concert hall
circuit. | t 6s a wel |l cr aritheavbdolesoneor e, t |
scales, seems at first to lead nowhere: it just stops, and the saxes then
state the melody over muted brass punctuations and a violin
count er | i MielélMeor &ddf Mole 1 like interjections in the
bridge reinforced the sense of simdrity to the Kahn band. Page 322

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

After demonstrating the tenor & 5 string model (George became a
banjo manufacturer) at the Pennsylvania Hotel, going to dinner down to
the Grille we went, and there was the Kahn Band. This marvelous band
with Arthur Schutt, Joe Venuti, Vic Burton, Alfie Evans T all those great
guys in it. And Eddie Lang. There | was, looking right &ross thedance
floor at my idol.

Ben Poll ack: a | ot | i kietheRbagar Wol f
million instruments and all sorts of woodwinds like oboes & flutes and
things. And it looked sharp! Well, Pollack took one look at them and
decided that we lad to have all that stuff too. Page558
Fred Van Eps had come prepared with a surefire way to entice not only
Lang but the entire Kahn band up to his suite when they finished

pl aying. AHe made the most mar vel ous
Ameti culmdisd)y &d eyoudd expaatd, 6210Dol
proof. 6 Hedd brought two gallons of t

with grapefruit juice to all the people he knew who came into look at the
instruments.

AOn that first ni ghttthe @Grileewhy, iph e b and
they <c¢ame, fast as you could imagine
gathering soon developed into a jam session, the Van Eps boys joining
in, and lasted into the wee hours. When things finally broke up, Lang
was quick to notice young @orge eyeing his Gibson {4 guitar. It was
then that he asked the fateful guest
reply. o

ANaturally | di dndét get any sl eep t
had the guitar i and that turned out to be the end of the banjo fome.
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Not | ong afterward | went to a music
told | could get a discount. | bought a fortydollar Martin guitar T |
coul dndét afford one of those Gibsons.
way. o0

Several critics, Max Harrison amongthem, have speculated that
Eddi e Sauter ma y have written the A -
Certainly Sauter, who wrote several scores for Roger Wolfe Kahn while
Shaw was in the band, was by 1936 an established craftsman page 821

The information thanks to Kahnos meticul ously
scrapbooks, now on file at the Institute of Jazz Studies at Rutgers
University. The Kahn orchestra also made a onéour vitaphone short
in 1932, released asvacht Party (Sic: In this short he piloted an
airplane. Shaw isvisible in several shots of the band and solos on several
number s, n o tWabyl yDoawnl iYwoenldyerin i n New Or |

The Kahn show Af28redwsasHnwda (@5 o6hit b
bright spot was the song ACrazy Rhyth
stenographer at the Tredwell Motor Company. Her boyfriend, Billy
Howe also works there as a mechanic. Together they want to build a
combination tearoom and gas station on the Boston Post Road. Joyce
accompanies her boss on a trip around the world. Billynsists that Joyce
go on the trip. They meet months later in Havana and she finds out that
Billy has become wealthy by gambling. Billy loses his wealth and the
finale finds the two standing on the Boston Post Road, poor againbut
hopeful.

Kahn and Joseph Meer wrote the score with lyrics by Irving
Ceasar. The songCrazy Rhythmwas sung by orchestra leader Ben
Bernie with Peggy Chamberl ain and Jur
used throughout the productionr Imagination - was to be the hit but was
over shadowedly t he song Crazy Rhyt hm. Ber ni
most of the music on stage. He received good reviews for his
performance.

Crazy Rhythm
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Americana opened on Broadway on October 20 1928. The show
met with almost instant failure. Kahn wrote most of the music and
performed it with his orchestra in the pit. No hit song came from the

show and perhaps t

he most

nterest

sister Frances, was in the show saa singer. The aging Rosamond
Johnson who was so prominent is earlier black musicals returned to
Broadway in this show. The show did use two choruses, one whitnd

the other black. The review satirized talking films, the Chicago gangster
era and other topics. The review had all the players on roller skates.
(Sic. | wonder if Andre Lloyd Weber knew this.) One satire was on the

new

aw

of

New Yor k

City

t hat

ng

their picture in their cabs.

require

Grumman Aircraft Engineering Corporation.

Dave Scheuer was an engineer for Grumman and later joined the

ABl ue Angels. 0 He has an article enti
AMy boss, Roger Wol fe Kahn, was an
he who provided the backing and encouragement from Gmman
Corporation that | needed to support the Blue Angels as | was able to
do. o
Scheuer wrote in the New York Times of July, 1962:
ARoger Wol fe Kahn dies at 54; Orche

In recent years, his interest in aviation had overshadeed his activities
in the field of music. He had served as a test pilot and service manager
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of the Grumman Aircraft engineering Corporation and as a vice
president of the Institute of Aeronautical Sciences.
He was still remembered best, however, by manyiew Yorkers for
the story of his marriage in 11931 to the musical comedy actress
Hannah Williams. Mi ss Wi lliams was ap
revue at the Forty-fourth Street Theater. She and Mr. Kahn were
married by a justice of the peace at the Kah Estate, but the union was
kept secret for two weeks while the bride continued to appear in the
show.
Mr. Kahn organized his own jazz band before he was 17, and
played clubs, hotel and vaudeville engagements. He composed several
songs and performed on avariety of instruments, including saxophone,
clarinet, banjo and violin.
He became interested in aviation not long afterwards and after
five years as a private pilot, among which time he was the owner of
many expensive airplanes, he passed the examinatidor a transport
pilotds |icense.
Mr. Kahn joined the Grumman organization as a test pilot in
1941, and tested the Grumman Wildcat and Hellcat fighter planes,
which were credited with an important role in the Pacific in World War
II. He also tested airmal pick-up devices that proved of considerable
value to aviation.
Many musicians and singers who became noted in their fields
played or sang in his band. Tommy Dorsey, Artic Shaw, and Morton
Downey were among them. (Sic: also Red Nichols and Gene Krupa)
A member of many aviation and test pilot groups, he had served
as vice president of the Wings Club and belonged to the Quiet Birdmen
and the National Aeronautical Association.
He al so wrote the score of two musi
and AAmer iamand,or the revue AVogues of
Mr. Kahn was the first band director at the Claremont In and
Riverside Drive and 124" Street when that establishment was
remodel ed and reopened by the c¢ity 1in
known composi zgnRhwehen<d CiiNobody Lov
Al magination. O
Mr. Roger Wolfe Kahn died on July 12, 1962 at age 54.

Arthur Schott - 19021965

11c



114

Arthur Schutt began his career accompanying silent films on the
piano. He played with the Paul Specht Orchestra in 1918 for several
years. Throughout the 1920s he worked with numerous bands including
the Roger Wolfe Kahn Orchestra. He moved to Calornia and worked
as a studio musician at MGM. He died in 1965.
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Paul Specht

Within the realms of the dance mus:
band was one of thenation's big 37 Vincent Lopez, Paul Whiteman and
Specht. Being so famous and welinown his band was chosen to play
for President Hoovero6s inaugur al bal l
to broadcast for RCA, the first to broadcast over a nationwide radio
network that included 109 stations.In the New York Clipper Specht
remarked on his broadcasting on station WEAF, the first exclusively
Ohotdé unit was broadcasting on a regu
method for exploiting anything man has ever invented. tlis the one
perfect medium for bringing out the bg¢

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

He then organi zede gihaen sfibA nteoruircianng GCeoxl
in the Western part of the country. This was around the World War |
era. Following a gig & the Hotel Alamac in Atlantic City he then
appeared at the Hot el Addi son in Det
accompanied Vaughn de Leath in a radio broadcast in DetroitAt one
time in Reading, Pa. he played, on violin, with pianist Chester Wittel
and cellist Paul Sechnist at the Berkshire Hotel, the Arcadia Theatre
(734 Penn.) and at Loewb6s Coloni al

Shortly after he moved to New Yok City where the band was
quiet successful
They appeared at the State Theater and started on the Keith Circuit
with equal success. The band then took residence at the Hotel Astor,
playing for dancing in the ballroom on the hotel roof. The Columbia
Graphophone company signed the band to a recording contract and as a
result received wide publicity and exposure. The averagage of the
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band members was 22 years old with every member a conservatory
trained musician.
On Sept. 14, 1920 the Specht band broadcast live dance music on
a local Detroit radio station. Within a few months, dance music had
become a popular radio stale. Radio stations began broadcasting band
remotes from dance halls, restaurants and other venues, the broadcasts
were usually uninterrupted by commercials.
Around 1922, Specht opened a booking office at 1591 Broadway
at which time was under the direction & Joe Samuels, who placed
booking in Europe, Australia and china. Specht placed two bands in
England in 1922i i The Criterionso and AThe Fri
secured a contract in England to send orchestras and was expected to
also bring his own band toLondon. The other two bands arrived in
Engl and aboard the SS AiMajesticoO on S
On May 28, 1923, Specht arrived in England on the SS
AAqui t Bme aband began playing for the ¢
corner Houseo i n CaWay0, 1923 WISleé there Londo

they appeared on a vaudeville prograr
wi t hin a bandbd the Georgi ans was | e
concentrated on Ohotdéd numbers while t]|

specialized in waltzes. (Sic: Tl band within a band was used in early
New Orleans Bands. Ex: The name of one of the early bandsi T h e

Pelican brass and string bando | ed by
i . IN AID OF ==
Entertainment BRITISH & AMERICAN
R SEAMEN'S INSTITUTIONS
CUNARD lﬁ?l\rbmw‘l AQUITANIAY

A
Commodora Sle James Chastes, K.BE,, C.8,, RD. RNR. (Ri)
Y

SECOND CLASS DINING ROOM,

THURSDAY, JULY 18T, 1926, AT B.30 P.M.,, PROMPT.

Chairman - A. SMIBERT, CA.

R e

Programme.

s+ PART L \‘ + PARTH. =

! ) Paul Specht's Orchestra under the Dicection of
March  “The Vindictive” (Vivier) “ Aquitanis™ Orchesira |} Mo Ll e Culabedias
{Dedicated fa the Dritieh Batlors who lost their lives at Zesbroggs). -
i () Special arrangzment on * Indian Love Call™
. “ Bunch® Foxtrot, Vocal Chorus b
Seng . oo “Pieador” .. MuH.Lakin || ) "HeneyBugehl Romm Vool Chorus by
‘ 1 (@) Banjo snd Trumpet Solos by Louis Calabrese
Light Comedian ... o Mr H. P Hussey I @ Scenes from the South
Hi © “Horses” Novelty Fox-trot.
Songs (a) *To watch over you whea a Baby” il
() Pal of my Cradle Days” f!I
Master Morton Tuber | Presentation of Sports Prizes.

Chairman’s Remarks. Collestion.

“ God Save the King " * America.”

July 1920

11€



Returning to America on August 11, 1923, sailing from Cherbourg.
There began, in England a group that set out to stop American bands
visiting England which later led to large problems and even the US
congress voted on a bill to stop English musicians from coming to the
US.
Returning to the US Specht continued to add bands this roster.
His orchestra was booked at the newhppened Hotel Alamac at the
Congo Room with a deal to also broadcast radio programs on WHN.
In June of 1924 a Spcht band (under the direction of Hal Kemp
(from Uni v. of North Carolina) cal |l ec
sailed to England on the MnBerengaria
permit to play in England. A cable reached the boat when in the middle
of the Atlantic on July 19, 1924 telling them they did not have a permit
to perform in England. On board was The Sec. of State Charles Hughes.
Pressure wasexerted about the problem and 2 days after arriving they
were finally granted a permit, while still more pressire was added on
July 28". The orchestra played at the Piccadilly Hotel which was
hol ding AAn Ameri can Week during Augus

Playtime at the Piccadilly
Haser Foster and K O, Leading prmant

PICCADILLY REVELS

A Balf-ouv's Belazation

L3 in the Rentn
1145 {n the Ball w
BROOKE JOMNS
BOREEY QIELLE & ANNETTR mitra
WILLY woLTaRd
DULLA FAYNE - LXLIA RATE - FAT COLL
woil
THR Qs

Luvisgy Amnsenst
PRUL &PEGMY
and his .
CARCLINA $LU% ORumiwYRa
i 1he Hestavrent

ALK HTLAON and DON PAKKER
with thes Ronds

When Frank Guarente was added to the band by Specht to come
from Europe to play with Specht in the US he was refused admission,
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locked up overnight without food or drink. He was not allowed to

contact Specht and sent back to France. The American AFM couned

with a refusal for English bands to enter America. Specht returned from

England on the same boat that was sailing the Prince of Wales. The

Prince was a jazz fan (playing drums) and heard the Specht band on

this voyage. Ther e wabeoked band lut tkey wi t h t
reached an agreement and the Specht band was allowed to play 2 hours

a night at the request of the Prince, who was later to become King of

England.

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

Returning to Europe in Oct. of 1924 a band of Specht was sent
there to pl ay (called the ALido Veni
Brusselsin Oct. of 1924,then on to Berlin for 8 weeks. At the end of
1925 in Paris, they made a short appearance there and it was on to the
Empress Room in London.They returned to Europe in the spring of
1925 playing in Rome. The band returned to Berlin after which the
band broke up on about June of 192.

In the meantime Specht continued to expend his agency. During
this time Specht sent out a memorandum on how he expected his band
members to behavéd 6 Pl ay your best, dress your
items. This was on April 20" of 1926.

Specht again séed to Europe on the RMS Aquitania onApril 13,

1926. Charlie Spivak vas part of this band but did not sail as he had no
passport and was left on the dock when the ship sailedOn April 23,
the band opened at the Empress Room of the Royal Palace Hotel in
Kensington.

11¢
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" IN AlID OF
Entertainment BRITISH & AMERICAN
B SEAMEN'S INSTITUTIONS

HELD ON HBOARD THE

CUNARD RM.S., “AQUITANIA”
Commeodora Si¢ James Chavien, KBE. LB, RD., RAR. (Rd)
IN THY

SECOND CLASS DINING ROOM,

N

MONDAY, APRIL 19TH, 1926, AT 8-00 P.M,

Chairman - -  The Very Right Rev. LUKE FINK, O.S.B.V.G.
Programme.
Selection «.  Musical Switch ... e " Aquitanis” Qrchestra
Song .. o Selected Miss M. E. Amicone
Banjo Solo ... wo Me L Calabrese
Charleston Dance w  Miss M. Kubler
Piano Solo ... Mr. P, Wall
Song o Selected Mr, J. Morris
Selection = .. Mr. Paal Specht's Band
Chairman’s Remsrks. Callection.

Dancing to the accompaniment of the Aquitania Orchestra, avgumented by Mr, Paul Specht’s Band

* America.” “God Save the King"

April 1926

They returned to New York on June 26, 1926During this time
there was still trouble between England and American use of bands
their respective countries. Specht made no trips to Europe after 1926.

Specht continued his successful career ashandleader. In the late
1940sSpecht contractedrheumatoid arthritis and retired. In his final
years he lived in Greenwich Village in New York City. He took illin
1954 and died at the Univ. Hospital on April 1, 1954 at the age of 50.
During this time he still was doing musical arrangements for radio and
TV programs.He was buried at St. Johnos
Springs, Berks County,Pa.

119

Chu



12C

Specht was arue pioneer in the dance band movement. Starting
in Detroit with a six-piece group in 1916 théband business at this time
was in its infancy. Within a few years le had enlarged his band to 12.
During the early and mid 1920s his band was one of the besh&wn in
the business and a training ground for future big band musicians. A
roster of band members included those who would eventually lead their
own bands: Russ Morgan, Chauncey Morehouse, Arthur Schutt,
Charlie Spivak, Bob Chester, Artie Shaw and OrvilleKnapp. He had

been the first to be heard on radio.

Specht did compose some songjd he best

on the Ganges. 0
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Phot os of Spechtds Bands

*Paul Specht & His Orchestra - Keepin' Myself For You

1l Specht

and His Orchestra
"Retro-Specht"

One of Sappearamde® svas with Gene Tunney the
heavyweight boxing champion at a charity event:

A charity affair was held at the Orange Armory, Corner of
William and Center Streets, Orange, New Jersey. This reception was
held Friday evening, October 29 1926 to baefit Our Lady of Lourdes
Building Fund. Cost of admission was $1.50. But most exciting of all was
the fact that Gene Tunney, Heavyweight Boxing Champion, was slated
to appear in person along with Paul Specht and his London Orchestra.

Paul S p e ¢ hae band wasazphehainanon in its own right in the
Roaring 20s.

121



12z

343 3, 5 L
Fijth Annaal Receptioy

Pavt Seechr L GeENg Tussey
N CRASON: by
& e Lasion Orehastrg ij‘ Huavvwetght Ohumgsns

AN FHESON

ORANGE ARMORY

et Wiltian sl Ceeler Nateets, manze N
&

ot
Friday Evoning, Quvtoher Sth, 1926

frsedis tamr Lanly O Loy fisibcage P

Anpraston, $1.50

As with all popular figures we find a cartoon with Specht as its main
theme:

12z
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A Welcome Visitor

OQur artistdéds I mpression of the f amc
playing for the dancers at the Empress Rom, Kensington. Paul Specht,
who runs forty orchestras in the States, is the sponsor of a bill before the
Senate which aims at establishing a scheme for an international
exchange of musicians.

The Slide Saxophoné 1922

Probably the first demonstration of syncopated quarteftone
music ever played anywhere was presented during the program of
dance and concert music by Paul Specht and his world famous
orchestra over Station WOR and the Columbia Broadcasting Chain at

12z
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10:00 p m. pm the evening of April 25.
Specht played the following program consisting of hi€olumbia
recordings one More Night, The Grass GrowSreener Way Down Home,
Let a Smile be Your Umbr el laagveltyve Ai n o
recording of southernfolk songstitled Echoes of the Southand a grand
new Broadway waltz titledL et 6 s R e me mieaturingvdesitye r d ay
Morris, vocalist. The quarter-tone musical novelty will be included in
another new Br oaldwmsaty at ulniet ttliet |Deidf,f efir e n
Specht uses a new invention of slide saxophone withdgl cornets,
string bass and tynpani for his quarter-tone effects and a musical treat
and innovation was served for the higkorows as well as the popular
song fans!

124
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Billy Arnold

Billy Arnold was born in America in 1886 and died in 1954. The
Billy Arnold Jazz Band is mentioned by Milhaud as being one of the
excellent jazz bands he heard. In two articles written by Milhaud he
speaks of the Arnold Band:

AThe Jazz Band & Negr o8 19adissuecodb i n t
Living Age:
€.l t Is necessary to hear a seri ous
or Paul Whiteman. There nothing is left to chance, everything is balance
and proportion, revealing the touch of the true musician, perfect
masters of all the pasibilities of every instrument. One must hear a
soiree by the Billy Arnold Band in the Casino at Cannes or Deauville.
Sometimes 4 saxes are leading, sometimes the violin, the clarinet, the
trumpet or the trombone. Or again one may hear an infinite varietyof
instrumental combinations, uniting one after another with the piano and
the percussion instruments, each with

Development of the Jazz Band & North American Negro Music
the December 15, 1925 issue of Metronome:

i €.However, one should hear a really sterling Jazz Band, like
that of Billy Arnold or of Paul Whiteman. Here nothing is left to chance,
everything is done with perfect tact and is uniformly distributed, which
iImmediately testifies to the taste of a musiciarwho is wonderfully
familiar with the possibilities of each instrument. Just follow Billy
Arnol ddéos playing at the Casino at Can
soirees. Once he is play with four saxophones and again with violin,
clarinet, trumpet, trombone 7 in short it is a constant change of
instrumental combinations, which gradually mingle with the sound of
the piano and the percussion instruments, and each of which
individually taken, has sense and logic, sound effect and possibilities of
expression. o

The Arnold Band did record about three times between 1920 and
1923. There are a total of 18 tracks attributed to the Arnold Band in the
discography by Tom Lord.

The Arnold Band did play in England and on the continent during
t he bandds c apictare of a Billy Areotd 8and, althaaugh it

12t
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may be an earlier edition of the band as only one saxophone is pictured.
The personnel of the band in the picture is as follows: Leader Bill
Arnold-piano, Charles F. Kleinertrumpet, Billy Trittle -trombone,
Henry Arnold -clarinet/soprano sax, Harry Johnsonralto sax, and Chris
Lee-drums. The instrumentation in the picture is of a traditional jazz
band, not the larger four saxophone band that Milhaud spoke of in his
article. The photograph is the front of a vintage pstcard. It was
probably used to promote a concert organized by Jean Wiener that was
given in Paris on December 6, 1921. Jean Cocteau later remarked that
ABilly Arnoldés Band presented the v
France. O

Arnold spent his entire nmusical career in England and the
continent. Igor Stravinsky and Darius Milhaud did hear this band as
well as many others.

I n AJazz Away From Homeo by Chris C
Arnol d band in a narrative that s |
recording of Stop It.

ARecordings made by white bands at
listening to comparison with this (Sic: a Sidney Bechet recording). One
of the earliest exampl eStoplracerdeBonl | y Ar r
December 13, 1922 foColumbia. It is obviously an attempt to copy the
Original Dixieland Jazz Band, but with none of their dash and flair. The
rhythm section of piano and drums has all the retarded momentum of a
Model-T ford being driven with the handbrake on. The sound of the
front line is clogged by an alto saxophone which attempts, very
inaccurately, to provide a harmony part for the cornet player, who has a
tendency to play flat every time he ¢
tuning is even more disastrous, and his skinlig phrases against the
melody line must be one of the most unmusical efforts ever put on
record. Only the trombone player makes a reasonable showing, but even
he can do nothing to impart some swing to the corny staccato lead and
the tuneless twittering ofthe clarinet. The personnel for this recording
was Charles Kleiner (trumpet), Billy Trittle (trombone), Harry Arnold
(soprano sax & clarinet), Harry Johnson (alto sax), and Chris Lee
(drums). (Sic: This is the same band that is on the postcard.)

To be fair, it should be pointed out that when three years later
Billy Arnold recorded his version of: Louisvile Lou 6 it was much
than AStop |t. o The band is in tune,
lot to correct the fluttering beat of the earlier record Even so, the

12¢
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opening chorus where the soprano saxophone and cornet double the
lead still sounds corny even by the not very advanced standards of the
day, and the trombone player does not seem to have a very clear idea of
his role. He improves in the seaud sixteenbar strain, where he plays
what is presumably a written lead. The cornet then takes over in the
restatement of the original there, and does so with a fair degree of drive
and a good tone. The saxophone player dominates the final chorus and
manages some weltimed breaks. However, the homophonic
arrangement of the piece is generally a long way from the excitement of
even the more oldfashioned black bands of the time.

All this is important in view of the fact that it was Billy Arnold,
not Sidney Bechet, who was attracting attention in both Europe and
America as an exponent of jazz. o

Jean Wiener (mentioned by Milhaud in his articles) was a young
concert pianist who, by 1920, had established a reputation as a
performer of music by all the most moderncomposers. He recalls the
Arnold Band:

A | was a young <c¢l assical piano pl a
musi ¢ of i Audce Milha8d, andthe rest. | also knew Eric Satie
and Stravinskyé..Anyway, for several

the first to feature this musici al so Bartokdés music and
was in on the beginning of Diaghilev. But what interested me most was

j azz. Not the fact t hat a piece was
but the influence of jazz on the music of Milhaud Stravinsky, etc. So the

only important thing | could do in music was to get jazz introduced into

serious music circles, and I think | had a certain success. For example,

the first ti me | did it was with a ba
were in Pars playing in a dance hall on one of the grand boulevardes.
Somebody told me about It and said,

thesepeoplé i t 6s extraordinary. o They were
went to hear them and | was amazed because | had only hdarecords,
and these people were not only musicians, they were clowns and
acrobats. They slid down banisters while singing songs and so on.

At that time, | gave concerts which were very well attended by the
snobbish intellectual set. So | asked this band if they wanted to come

and play at one of my concerts. They
first, and asked if they should come wearing all teir funny hats and
such Ilike. So | told them, ANo, come

twenty minutes. o0 They were to appear






