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Imost all of us know that
there are bass saxophones,

and most of us, whether we realize
it or not, have actually heard the in-
strument played in some context or
another. But the experience of see-
ing one for the first time leaves an
impression that is not soon forgot-
ten. That experience will vary con-
siderably from person to person,
and especially from generation to
generation. The luckier ones, people
who remember the 1920s, would
have seen a proud, gleaming instru-
ment resplendent in its deep tonal
glory playing up a storm. Featured
in both big and small groups of the
day, it was virtually indispensable as
a powerful and vet flexible bass
voice, and frequently was the instru-
ment of choice to anchor the bass
register in small group recordings.

Recollecting the bass saxophone
in the 1930s was not so easy. It
could be seen in certain large
ensembles and big bands, played
from time to time as an occasional
instrument. A few soloists still took
advantage of its unique tonal
capabilities, but these artists were
becoming less popular as a newer
music demanded different solo ex-
pressions. In the 1940s and early
1950s, one might have seen an
erstwhile but weathered bass in a
Mummer's parade, or perhaps
witnessed its use in the local high
school band on a piece or two.

From the 1960s until recently,
one's first acquaintance with the
bass saxophone might have been
disconcerting as well as revealing.
For many of us, it came through ir-
repressible curiosity while we were
innocently exploring the band room
of our high school or college or the
basement of the local music shop.
Remember the first impression of
that big, unseen form appearing out
of darkness? It looms large and
unexpected in the deep forgotten
recesses of a dimly lit room. When
we opened its creaky, cavernous
case a dank stuffy aroma ever-
mindful of its age and history was
cast about the room. For some it
was the smell of discovery and
adventure, reminiscent of past
revelations and tales of faded
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Buescher bass saxophone c. 1923

glories. For others, a disagreeable
reminder of the use and ill-winded
practicality of this yawning
behemoth. Its ancient and often
battered body, stiff and unap-
preciated, peers out tiredly from its
tomb as though it had been played
a thousand years ago. If it is
without a case, as so many of them
are, it lies on some unnoticed shelf
blanketed with years of dust and
memories of notes it never knew,
evincing wounds of bent keys, cut
and missing pads, shriveled felts
and corks, and dents - oh so many
dents. And what’s that? A lyre and
lyre post? Somebody picked it up
and marched with it? Only
dinosaurs were that big (and that
dim) to undertake such a chore.
That confirms its age - millions of
years old. It is amazing that it's still
here, clinging tenaciously to a
precarious existence. But then, why
is it here at all? What is it doing in
this room? Who played it and why?
What possible relation could this
ungainly relic have to the suave
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Adolphe Sax bass saxophone c. 1868

sopranos, altos, and tenors that are
so facile and responsive and popular
today?

Early History of the Bass

The importance of the bass to the
entire saxophone family is substan-
tial. The very first saxophone built
was the bass! The initial conception
of the saxophone was predicated on
the search for a new bass orchestral
voice by Adolphe Sax. His research
and acitivities gave way (o inspira-
tion and industry of a musical,
tonal, and acoustic nature. His first
instrument that reflected the suc-
cessful union of all of these
qualities, a prototype made in the
early 1840s, was a bass saxophone
inC.

The bass, through Sax’s deter-
mined efforts, received an en-
thusiastic welcome from many of
the established composers in Paris.
Berlioz wrote in 1842:

““Its sound is of such rare quality
that, to my knowledge, there is not a
bass instrument in use nowadays that

could be compared (o the saxophone,
It is full, soft vibrating, extremely
powerful and easy to lower in intensi-
'

Again, in describing the bass sax-
ophone, Escudier wrote in 1844:

““The timbre of the saxophone has
something of a sadness in its high
register which excites you like an elec-
tric shock. The low register, to the
conirary, is of a grandiose, pontifical
nature. For pieces of a mysterious and
solemn character, it is the most
beautiful low voice presently
known,'"

The first work written that used a
saxophone, Chant Sacre by Berlioz,
called for the bass saxophone. per-
formed on October 3, 1844, Chant
Sacre was an arragement of a vocal
work adapted for the new in-
struments of Adolphe Sax, Later
that year, Dec. 1, 1844, the bass
was included in Le Dernier Roi de
Juda, an opera by Georges Kastner.
Kastner was a real friend to the sax-
ophone, for he wrote a method
book for the entire family of sax-
ophones as well as a beautiful sax-
ophone sextet in 1844, several years
before all the sizes of the saxophone
family were built! The sextet is now
published by Ethos Publications for
SSATBBs.

The early 1850s saw the bass sax-
ophone in a number of orchestral
and operatic works. It formed part
of a quartet in the 1852 opera Le
Juif Errant by Halevy. An
American composer, William Henry
Fry, included the bass in two of his
works: Santa Claus Symphony
(1853) and Hagar in the Wilderness
(1854).

The occasional use of the bass
saxophone in the latter part of the
19th century in orchestral repertoire
was more than overshadowed by its
consistent use in the French military
bands. Greater recognition for the
bass saxophone in the United States
occurred in 1872, as the French
Garde Republicaine Band appeared
as part of Patrick Gilmore's Inter-
national Peace Jubilee in Boston.
With an instrumentation including
six saxophones, the Garde Republi-
caine was considered the finest
group participating in the Jubilee.

By 1878 Gilmore had added the
bass saxophone to his band in-
strumentation, and by the 1890s it
was established as an important in-
strument of the band, although its
employment was dictated by finan-
cial and instrumentation constraints.
Well known band leaders, such as
Innes, Gilmore and Sousa included
the bass saxophone whenever their
tours called for an expanded group.

The awareness of the bass sax-
ophone continued to grow in
Europe and America through the
turn of the century. Strauss included
a bass saxophone part in his Sin-
Jfonia Domestica (along with parts
for soprano, alto, and baritone),
while the English composer Joseph
Holbrooke included a bass part in
his Hommages, Symphony #1 in
1908. Gustav Bumcke, the German
pedagogue and composer, was a
life-long champion of the saxophone
beginning at the turn of the century.
Of note is his 1907 composition
Zwei Quartette fur vier Saxophone
Op. 23 written for alto, tenor,
baritone, and bass saxophones.
(Example 1) Holbrooke of England
wrote an unusual chamber work in
1908 for twelve instruments, in-
cluding a quintet of saxophones
from soprano to bass.

POPULARITY OF THE BASS IN
THE UNITED STATES

It is with popular music in
America that the bass saxophone
developed its strongest following. As
the saxophone was becoming ac-
cepted as a superb solo, chamber
and ensemble instrument in the lat-
ter part of the 19th century, it
became first a featured instrument,
then a preferred one, in much of the
music-making of the time. Amateurs
crooned popular solos with piano,
small groups formed and played in
civic and municipal functions and
the saxophone became an ideal com-
plement for chorus and church ac-
tivities. As the versatility of the in-
strument continued, so did the use
of the additional members of the
saxophone family, extending from
the alto, tenor and baritone to the
soprano and bass, with variants in
between.
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Example 1 Title page of the quartet for alto, tenor, baritone and bass saxophones by the
German composer, Gustav Bumcke. Written ¢. 1907, it is one of the first small chamber
works to use the bass saxophone.

Example 2 The Six Brown Brothers, c. 1920. One of the more famous enteriainment groups
of its time, this ensemble was one of a handful of groups that launched the saxophone craze
in the United States. Their popularity helped establish the bass saxophone as a viable and
desired ensemble instrument through the 1920s.

By 1915 the country was inun-
dated by saxophone ensembles:
quartets, sextets, trios and even 50
piece saxophone orchestras! By the
1920s it appeared that America was
over-run by saxophones everywhere,
The bass figured prominently as the
anchor for many of these groups.
The Six Brown Brothers is the
ensemble generally considered the
catalyst for this propulsive populari-
ty (see Example 2). They were a
vaudevillian novelty saxophone sex-
tet that took this country by storm
¢. 1916. Dressed in clown suits and
often in dark-face makeup, this
group made dozens of records and
toured the United States numerous
times during their 15 year career.

The versatility of the bass sax-
ophone was now understood and
employed in musical situations out-
side of saxophone ensembles, It
became an important member of
many dixieland and jazz groups,
often exchanging roles with the
tuba. In acoustic recordings of the
time (recordings made before the
development of electric
microphones) it was the bass instru-
ment of choice, in that its clear tone
and percussive attack, along with its
more powerful nature, recorded bet-
ter than the string bass or tuba.

Early jazz bands began to use and
often feature the bass saxophone.
The great Fletcher Henderson band
of ¢. 1923 used a bass saxophone
not only in the traditional role of
time-keeper, but as a hot solo in-
strument, often played by Coleman
Hawkins. From the mid-to-late
1920s, Paul Whiteman’s band utiliz-
ed a bass in its more symphonic in-
strumentation.

Bass saxophone soloists developed
a following during the 1920s, with
Adrian Rollini and Spencer Clark
the best known. Rollini was univer-
sally acclaimed in this country and
Europe as a musical and technical
master of his instrument (Example
3). His influence in jazz extended
beyond saxophonists to jazz per-
formers on all instruments. He
soloed with many groups and some
of the best performers of the day,
and he wrote columns on playing
the bass saxophone that were
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Photo courtesy Arthur Rollin (brother of Adrian Rollini)

Example 3 Adrian Roflini, the great bass sax-
ophone soloist and sideman. He played a
Buescher bass that eventually was acquired
by the famous English bass saxophonist,
Harry Gold,

published in the English music
magazine, Melody Maker. Here is
an excerpt from May 1929 on tone
production:

The most important point when
playing any musical instrument is
-Tone. In this respect the bass sax-
ophone is no different from any other
instrument. The first essential is 1o
produce a tone which is not merely of
sufficient volume for the performance
of bass parts when playing with a
band of anything up to ten or iwelve
strong - itself @ matter requiring
careful handling because it is not easy
to obtain a large rone and yet retain
sweetness - but which is at the same
time wholesome, sweet and pure when
playing solos.

It matters not how good a hot
stylist one may be, how good a finger
technique he may have, how good a
reader he may be, nor in fact how
good he may be at any of the other
Sactors which are necessary for perform-
ance upon a musical instrument, unless
he has tone of a sufficient quality and
quantity everything else is negatived.
negatived,

Certain subjects with which we have
dealt in previous articles - the points
which constitute a good instrument,
the construction of the mouthpiece,
the selection of reed - all play their
part in tone production, but there is
one thing which is of super impor-
tance and it is the ability of the man
behind the instrument.

I have found many who otherwise
might have turned into good exponents
become nothing but mediocre players
because having rushed in too quickly
they found in the end that the fine

super-structure of stylish ideas in hot
playing fell to the ground because it had
no foundation of tone production nor
control to support il.

With the ending of the saxophone
craze in the late 1920s, combined
with the onset of the Depression
and a change in musical attitudes
and tastes, the bass slid into a
precipitous decline in popularity and
use. The instrumentation for the
popular big bands became standard-
ized with four or five reeds, the
lowest being the baritone. The “Hot
Jazz" of the twenties in which the
bass sax played such an important
role now sounded ‘‘dated’ and out
of style. In its place: the onset of
swing with its smooth, homogenized
sound, urbane sophisticated ar-
rangements and powerful sound of
massed reeds, brasses and rhythm.
The business nature of music
changed as well. Vaudeville was dy-
ing, movie theaters no longer need-
ed live ensembles (talkies were in-
troduced in the late 1920s), radio
brought music to the living rooms
of millions of Americans, Musicians
needed to consolidate their talents
for contemporary musical re-
quirements. For saxophonists, it
meant gaining proficiency on doub-
ling other woodwinds. Extraneous
horns, such as the soprano or bass
saxes gave way to the more practical
need for clarinet and flutes. Even
the famed Adrian Rollini eventually
gave up his bass in favor of a
vibraphone night club actl

There were exceptions, though.
Duke Ellington used a bass sax-
ophone (played by Otto Hardwicke)
on occasion in the middle 1930s
(Example 4). High school and col-
lege bands used the bass, as it had
become for a brief time, part of the
standard band instrumentation. This
meant that many transcribed and
original works for band through
1950 either in transcription or
original came supplied with bass
saxophone parts!

Throughout the 1940s and 1950s
the bass continued to be little used
and little known. Some big bands
known for their depth of sound and
experiments with orchestration,
most notably Stan Kenton in the

United States and Boyd Raeburn
occasionally used the bass. In the
1960s Bud Shank made a
remarkable record Bud Shank and
the Sax Section which featured a
saxophone ensemble (with rhythm
section) playing imaginative ar-
rangements of jazz standards. The
ensemble included one or two bass
saxophones and one contrabass.
Broadway has from time to time
called upon the special qualities of
the bass saxophone. Meredith
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Example 4 The Duke Ellingion Orchestra c. 1934. Note the visual prominence of the bass
saxophone in the reed section, When Ellington required the services of the bass (which was
not very often in the 1930s), he called upon Otto Hardwicke for the honors.

Willson’s The Music Man from the
late 1950s, Bernstein’s Wesr Side
Story from the early 1960s, and to-
day, the hit show Jerome Robbins
all use a bass saxophone.

THE REVITALIZED
BASS SAXOPHONE

The rise in popularity of the sax-
ophone from the mid 1970s through
the present time has touched on all
members of the saxophone family in
all genres of music. The bass is en-
joying a long overdue revival that is
transforming this long-forgotten
battered contraption of the band
room into an exciting, contem-
porary instrument. It is the founda-
tion of the saxophone ensemble, a
group that is now flourishing at
many Universities and communities
in the United States, Canada, and
Europe. Professional groups, such
as the Saxophone Sinfonia, Rascher
Saxophone Ensemble and the New
York Chamber Saxophones offer an
astonishing variety of original music
featured in tours, recordings and
music festivals, David Maclntyre, a
marvelous multi-media composer
from Canada, has written several
works using a saxophone ensemble
that call for two bass saxophones!
And the bass is returning to an
ensemble in never should have left
-the concert band. Newer works,
such as pieces by Karel Husa, as
well as revivals of the original in-
strumentation of lost treasures (in-

cluding Graingers' Over the Hills
and Far Away with parts for
STABBs saxes and contrabass sar-
rusophone!) are now being perform-
ed with the bass saxophone as an
active participant.

The revitalized solo frontier for
the bass saxophone has already ar-
rived, in that it is again being
featured as a solo instrument. In
Jazz, Vince Giordano is a hot bass
player with his revival group, the
Nighthawks, while Scott Robinson
(a frighteningly versatile jazz player)
often solos with his bass. There is a
growing body of literature for the
bass saxophone in the concert field
as well, I was helpful in bringing at-
tention to two overlooked pieces for
the instrument: the Melody Variante
by Carl Frangkiser, (c. 1930s) and
Rocked in the Cradle of the Deep
by T.H. Rollinson (c. 1900s).
Walter Hartley has written a Sonata
Giocosa for bass saxophone and
piano, and has adapted his Aria for
Tuba for the same instruments.
Sigurd Rascher writes of his
performances of the Theme and
Variations on an American Hymn
Tune (1954) by Stuart Sankey for
Bass Saxophone and Orchestra. The
late Brian Israel wrote a delightful
double concerto for sopranino and
bass saxophones and concert band!
Players such as Joseph Powel, Dan
Gordon, Jeff Haus, Tom Gorin and
myself have performed solo recitals
and solo concertos on the bass. Just

this past summer both Joseph
Powel and Tom Gorin performed
Rocked in the Cradle of the Deep
with bands from Connecticut and
Vermont. In France, contemporary
saxophonist Daniel Kentzy has
recorded a work for bass saxophone
and electronic tape. And this is only
the beginning!

The renaissance of the bass sax-
ophone is a triumph of merit and
dedication overcoming long odds of
faded memories and lost ex-
periences. As the instrument
(through the tireless efforts of those
committed to its revival) becomes
better appreciated for its glowing
deep tonal splendor, powerful
dynamics and surprising agility, it
will attract the interests of com-
posers, players and listeners. It is an
awareness long overdue and every
occasion of its playing becomes a
celebration of remarkable dimen-
sion. If you have not heard a bass
saxophone recently, rest assured
that you will be hearing one very
soon, and the pleasure will be for
all to enjoy. H

Paul Cohen, currently on the faculty of the
Manhattan School of Music, has performed
with his two bass saxophones in concerts
throughout the country. In addition to solo
recitals featuring the bass at Princeton
University and Lebannon Valley, he has per-
formed the Sinfonia Domestica, (Strauss) and
the operas Herodiade (Massenet) and Von
Haute auf Morgan (Schoenberg). Most
recently he played one of the two bass sax
parts in the multi-media work, Piazzi by
David Maclntyre. On other size instruments,
Dr. Cohen has played in the Cleveland Or-
chestra, Sante Fe Opera, and Group for Con-
temporary Music. His solos appearances with
the San Francisco Symphony, Richmond Sin-
fonia and the New Jersey Symphony, among
others, include saxophone works by Ibert,
Debussy, Husa, Martin, Dahl, Tomasi,
Caltabiano, and Villa-Lobos. His work, as a
solo performer and commentator has been
heard on radio in New York, Boston,
Cleveland, and San Francisco. U

Questions For Paul Cohen

Questions for Saxophone Journal about
old, unusual, or rare saxophones and related
products should be sent to Paul Cohen, 43
Van Buskirk Rd. - Teancck, New Jersey
07666. Please include any related documents
and/or photos that can assist with presenting
your questions in Saxophone Journal. 1f
requested, materials will be returned after
publication. [
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hough the bass saxophone was
s encer a common instrum_cnt in bands
p of the 1920s and 1930s, it is con-
sidered more of a novelty today.
C|ark Upon first hearing the beautiful,
melodic playing of Spencer Clark, I
realized what we have all been
missing.

Born in Baltimore, Maryland on
March 15, 1908, Spencer's family
moved to New York in 1909. He
began performing professionally in
1923 and dropped out of school in
1926 to join the vaudeville act of
Joe Penner. From 1924-1939 he
played with well-known bands such

as the California Ramblers, the
Robert Willilams Ozzie Nelson Band, the Fred
Waring Band, and the Dick Stabile
Band. For two years he played with

~, the Lud Gluskin Band,
() an extremely

( popular group in
\./

Europe.
John Chilton
# features him in his book,
Who's Who In Jazz, and
writes of Clark, *‘As a colleague
said, he was the best all-around
musician on the New York Jazz
Scene.”’ Over one-hundred records
feature his playing, many of them
recorded with the Lud Gluskin
Band. In this group, as in some
others, Clark improvised all of his
parts, not just featured solos.
Whether using his bass saxophone
as the foundation for a band (func-
tioning as a string bass player
would), or improvising mellow,
melodic solos or counter-melodies,
his recordings and his live
playing today show him to
be a musician of great
virtuosity, possessed of a
truly remarkable ear. He has
been a well kept secret to most
of us, in part because of his self-
deprecating modesty and the rela-
tive obscurity of his instrument,
While playing with the Lud
Gluskin band in Europe, (1928-
1931), Spencer developed the use
of the bass saxophone as a free-
moving instrument, separate from
the reeds, brass, and rhythm,
playing counter-melodies. In this
contrapuntal role, the bass saxo-
phone moved a step beyond

Adrian Rollini’s concept of rhythm-
or-solo playing.’

An article by Art Napoleon in
Storyville, **“The Bass Sax In Jazz,"
contains a couple of interesting
statements about Spencer Clark,
"*He, (Clark) is heard behind
Tommy Dorsey on the Ramblers’ 7
Ain’t Got Nobody and Third Rail
(Edison 52206) displaying admirable
command of rhythmic shading,
dynamics, and ensemble blend. His
solo efforts, however brief, reveal
him as an interesting and capable
performer. To this day, Clark has
his coterie of followers... who in-
sist, almost with piety, that Clark
was ‘Twice as good as Rollini.’ It is
not possible to ascertain whether it
be true or not; the recorded
evidence simply does not exist.
What records there are demonstrate
Clark’s ability to hold his own in
any musical surrounding. He could
play the bass sax... and well.”" 2

In his notes on the Lud Gluskin
LP, Wolverine #1 Warren Plath
tells us that on March of the
Hoodlums, ‘*Clark demonstrates
complete utilization of the bass
sax.”” According to Paul Purcell,
"“This is also true of So I Picks Up
My Ukelele, where his horn drives
the whole band along with the ease
of a string bass - no easy task on
the big horn. Spencer is heard play-
ing a sub-tone clarinet solo on Let’s
Be Domestic and xylophone on
Sweepin® The Clouds Away. There
are also recorded examples of his
playing string bass, guitar, cornet,
and tenor sax... to say nothing of
his skill at arranging.” ?

In 1939, Spencer retired from
full-time playing and worked at a
variety of other jobs until 1971. In
1971, he retired to Webster, North
Carolina, a small town in the moun-
tains. Many enthusiastic sax-
ophonists from this country,
Europe, and even from Australia,
visit him to talk shop and get
helpful insights. They are all
welcomed by this friendly man, Liv-
ing only eight miles away, I took
advantage of the opportunity to get
to know Spencer, and found him
both a gracious and fascinating
host. I was at first surprised by see-
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ing, in addition to the expected sax-
ophones, a vibraphone, a bass viol,
and a guitar in the living room. It
was only later that | learned he once
played professionally on all of
them, as well as banjo, mandolin,
clarinet, and cornet (with Ozzie
Nelson in 1932-33).

After retiring Spencer began play-
ing and recording more actively
again, and continues to perform
even now. He has played on ap-
proximately twenty recordings since
his retirement. A reviewer in the
March, 1982 edition of Cadence
Magazine said of a recording, The
Song of Bix, 1981 Princeton Bix
Festival, More Informal Sessions,
““The two strong impressions this
record hits me with, and which re-
main with me over various listenings
are: the overall ambience of im-
provised music fluently and lovingly
played - almost a second language;
the lovely mellow playing of
Spencer Clark." *

Recently, the BBC did a video
documentary on the bass saxophone
titled ‘‘The Lowest Of The Low,”’
which was reviewed in the Summer
1986 issue of Saxophone Journal by
British writer Clive Downs, and
Spencer appeared on the video.

I hope my interview with the
most recorded bass saxophonist in
the history of the instrument will
give you some insights into the
career and life of my good friend,
Spencer. His words will tell you
more. [J

You have spent a lot of time in
recent years talking with young
saxophonists and sharing your
knowledge with us. I appreciate
you taking time today to spread
some insights to a lot of players
at once. When did you first start
playing an instrument, how did
you first get started in music?
Oh, I was about eight or nine. I

was living in Bridgeport, Connec-
ticut. There was a vaudeville act at
that time featuring xylophone, it
was the George Hamilton Green
Trio. Green was a very well known
xylophonist at that time, and a very
good one. | was absolutely
fascinated with the xylophone, it

seemed like a simple thing to do
and there were such good sounds
coming from it. So, I started ex-
perimenting by filling different
glasses (every glass I could find in
the house), with different amounts
of water so I could get a scale when
I tapped them with a pencil. We
had a piano in the house and
although I didn’t know much about
it, I knew the right relationship of
the black and white keys so I laid it
out that way. I started picking out
little tunes on the thing (the glasses)
and got pretty good. Finally my
Dad bought me a little ten-dollar
xylophone that had two octaves
with no tubes underneath. It was
just a plain thing, a plain Jane toy.
I went down to the church and
played a Sunday program one day
about two months after | started,
and that was my first interest in an
instrument,

Then a neighbor of ours living in
Bridgeport, gave me a zither, which
seemed kind of interesting, but |
didn’t like all the strings on it. All
the open strings and the four
tuneable strings were kind of hard
to play and you couldn’t finger
them like a guitar. So, then he took
it a back and gave me a mandolin
which he also had, and I could do a
little bit with that, I kind of like the
mandolin. 1 found out what the
scales were, and the relationship of
the strings one to another, the
distance apart and so forth. I found
I could do some picking with that
thing. That was interesting. I think
I got into all these things from
curiosity, more than anything else. |
wanted to find out why the in-
struments worked, why they were
laid out as they were, what was the
reason for them, you know, that
kind of thing. My interest in in-
struments has carried me all the way
through into everything, brass,
woodwinds, strings; you name it.
I’ve always been wanting to find
out how they work.

How did you end up choosing
the bass saxophone out of all of
these instruments?

I got into saxophone a little later.
Somebody gave me a clarinet, a lit-

tle broken down clarinet, which |
could barely get a scale out of.
Then I heard a saxophone being
played, and thought, *Gee, that’s
much nicer than a clarinet.” So |
traded the clarinet for a good pit-
cher’s glove, and then traded that
for a C-Melody saxophone which a
kid in the neighborhood had. I got
to the point where I could play the
thing and | was playing in a trio,
with a drummer and a piano player,
I knew that you should have a
vibrato in the tone, but I didn't
know how to get a vibrato. So I'd
hold the C-Melody on my knee and
jiggle my knee up and down, until |
found out that was not the right
way to do it. It worked, though. It
was a wild vibrato but it worked. It
tired my leg out too. I was about
fourteen or fifteen at the time.
Then I heard about the California
Ramblers Band. They had a bass
saxophone player, and he was also a
xylophone player. That caught me
on two fronts. So I went to hear the
guy, and it was Adrian Rollini, a
famous guy, and he was wonderful.
Now I had to have a bass sax-
ophone. | worked on Dad and he
finally broke down and gave me
enough money to buy a bass sax-
ophone, a used one. And I started
playing. That was about 1922.

What were some of the major
bands you played with over the
years?

I went with the California
Ramblers after high school. I got
proficient enough and got friendly
enough with the boys to be a
substitute for Adrian Rollini when
he would be off on some other
assignment or some other job. I
started doing substitute work for
him in 1925, and that went on for a
couple or three years.

I went to Europe in 1928 with the
Lud Gluskin band, which was well-
known in Europe; lesser-known in
the United States. I stayed with him
for a little over two and a half
years. | came back and went with
Bert Lowns’ Hotel Biltmore Band.
When I got home 1 found out that
Adrian Rollini had just quit the
band and they had an opening for
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The Arcadians at Loew's Theater in New Roc‘zelle, New York »

P b ’s first real band gig, is seated with his
ERNIE KRIVDA R i gt il el

"The Winslow Ligature has affected
such a noticeable ease and consistency
in my execution that to use any other
ligature is unthinkable!”

Ernie Krivda, |azz tenor saxophonist, composer, and
recording artist, is critically acciaimed for his "Unique
style, commanding tone and astounding technique.” The
Ernie Krivda Jazz Quartet received a 4-star rating from
downbeat magazine for the ‘Tough Tenor, Red Hot' album
on the Cadence label - which also included a number of
his original compositions. A recent composition is titled
‘Resurrection,” and is an innovative Concerto for tenor
and jazz ensemble. His latest recording is 'Well You
Needn't' on the Cadence label. "This is heavy music at
full throttle,” Tim Price - Saxophone Journal

Personal successes include a First Place Award by the
Ohio Arts Councll for “The Best Saxophonist.”

Lud Gluskin Orchestra af the Haus Germania Roof Garden, October
1929. left to right (front row) - Spencer Clark, Serge Glykson, Gene

1. Independent, cushioned contacts make more Prendergast, Emile Charron; (second row) -Faustin Jean-Jean, Eddie
reeds playable by properly seating the reed! Ritten, Emile Christian, Howard E. Kennedy, Raphael Broggiotti;
2. Cushions allow full freedom of the reed to third row) - Artur Pavone, J. Russell Kelly, Pauly Freed;
! (standing) - Lud Gluskin
vibrate!
3. Immediate response!
4. Partials are freed for superior tone projection

in all registers!
. Contacts may be repositioned for a variety of
tonal results!

NOTE! Proper tightening to sufficiently compress the cushions
is necessary, This is important!

NEW JAZZ AND CLASBICAL
RUBBER ALTO LIGATURESI
NEW CHOICE OF 8
DIFFERENT CLARINET LIGATURES!

SEE YOUR DEALER, OR CONTACT US!
Madison Enterprises
P.0O. Box 8434
Madison, Wisconsin 53708
phone: (608) 241-1124

Telex: 152260412 JWinslow Lud Gluskin Orchestra in France, with Spencer Clark
on extreme right, 1930
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me. The arrangements were set for
bass saxophone so they took me in,
I stayed with Bert Lowns’ Band for
most of 1931, That petered out, |
think the job closed, as a matter-of-
fact. Then I went with Will
Osborne’s Band. He was a well-
known singer. He was competitive
with Russ Colombo and Bing
Crosby in those early crooner days.
Osborne was a pretty good name at
that time. He had a full band,
working theatres and so forth. I
went with him only for a couple
weeks, then I got a bid to go over
with Fred Waring who was at the
Roxy Theatre. So I stayed with Fred
Waring's group the rest of 1932, In
1933 | went back to Bert Lowns,
who in the meantime had gone over
to the Park Central Hotel, and had
a nice job over there. In the sum-
mer of 1933, I quit there and went
with Ozzie Nelson playing third
trumpet, because Ozzie had made
me a nice offer to play at a place in
Long Island in the summer. I came
back to the Park Central in the lat-
ter part of 1933, In 1935 and '36, |
was up at a place called Arrowhead
Inn which was at the north end of
New York City, up toward
Yonkers. It was a quiet, pleasant
spot to be in, so I stayed there for a
couple of years.

In the fall of 1936, I went with
Dick Stabile, who had been a star
saxophone player with Ben Vernie's
band; featured enough to gain a
name for himself and form his own
band, which he did in 1936. I joined
him because he had a saxophone
band, five saxes including himself,
and I made the sixth saxophone. He
featured a thing called the sax-
ophone saxtette, which was a cute
little phrase to play with. I stayed
with Stabile from 1936 up until
early 1938, and then I quit the
music business at that point.

I went to work for the New York
Post with a connection, my then
father-in-law had dangled in front
of me for a long time, and |
thought it would be a nice sort of
thing to do. 1 went there and work-
ed for a year. That didn’t turn out
to be a good way of working at all,
so I quit entirely and went back to
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the music business. However, |
didn’t get anywhere because they
didn’t want bass saxophones at that
particular point. Although I played
a little bit of bass fiddle, there
wasn’t really enough demand to
earn a living, My Dad and Mother
had moved to Chicago at this point,
and | decided to go out and see
what that was like. I went out and
found that a lot of musicians had
gone into the aviation business. It
was something that I had in the
back of my mind for years, that
sooner or later I would have to get
out of music and do something sen-
sible. So I got into aviation in the
fall of 1939, and remained in avia-
tion all the way up to 1955, playing
only jam sessions and occasional
jobs in that particular period.

What was the New York scene
like when you were there in the
1930s?

I had gone away in '28 and got
back in 31 and the Depression had
hit. The Depression did not affect
us in Europe. It didn’t affect the
band business at all in Europe. We

were riding high over there, making
good money, working all we could,
and spending it freely of course,
having a big time, We got back to
New York in ’31, and | found
things had very much quieted down.
Although music was still going
pretty well, There were bands play-
ing. People still needed to be enter-
tained and amused, and so there was
still activity in the band business.

Who were some of the well-
known players you played with in
some of these groups?

With the Ramblers, Tommy and
Jimmy Dorsey were in and out of
the band a lot. A trombonist from
the West Coast, Abe Lincoln, a star
out there, he was with us. Eddie
Condon, and all the group that
came in with him, Jack Teagarden
and Charlie Teagarden, Bud
Freeman, Davy Tough, we all work-
ed together a lot in the '30s.

Tell me a little bit about Bud
Freeman.
Bud Freeman is a tenor sax-
ophone player who started out in

Vintage Saxs,
Clarinets,
and

searching!)
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SPENCER CLARK
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1RED PRELFIER

Chicago. He has a very unique way
of playing. His whole feeling is just
the essence of rhythm. Everything
he does is basically rhythmic. He
has a very disjointed way of playing
that’s difficult to listen to at first,
but when you finally listen to him
and get to know him a little bit, it’s
absolutely fascinating. We've often
said, many of our friends, that we'd
like to take him to have his brain
dissected after he dies and see how
many parts it had to it. How many
different parts, you know, unrelated
parts, and how they were connected
together, because nobody has been
able to imitate him or even sound
like him, which is most unique.
There are very few musicians,
through the jazz period that I know
at least, who have not been
duplicated and copied. Freeman is
one, Jack Teagarden is another, and
Bobby Hackett on cornet is a third,
and nobody seems to be able to
duplicate what they have done.
Well, Bix Beiderbeck, to go back to
him, because he was another unique
player. He had a unique style; uni-
que mental processes all the way
through In fact all these men had
very unique approaches to music,
and to jazz.

I guess you knew Adrian

Rollini pretty well, then.

Yeh, I lived right near him, in
Larchmont, and we got to be pretty
friendly. He was a very nice guy,
really a great help to me, giving me
little tips and shortcuts.

I was only trying to emulate
Rollini, at first. That was my goal.
1 never got to that point of course,
because he was a far more compe-
tent musician than 1. He was a con-
cert pianist for one thing; he could
read anything you put in front of

JOE STABAE

K STABILE'S "SAXTET" _

SAXOPHONES

ADRIAN THI

him. 1 was never a good reader. He
had that wonderful drive which
fascinated me. He also had an ag-
gressiveness to his playing that |
couldn’t approach. Finally it sunk
in that I couldn’t do that, and it
was just not in me to be an ag-
gressive player. While I was work-
ing with the Gluskin Band in
Europe, | learned a great deal
because the arrangers over there
didn’t have any parts for me, so |
was free to find my own parts (im-
provise them all) in an eleven or
twelve piece band. It made it very
nice. They had a player, 1 didn't
have to play bass (lines), 1 was just
a free-lance operator down in the
lower tones. Then | developed what
I hope is my style, more of a
melodic style, like counter melodies,
as cellos would play, that kind of
thing. This is what I like to do
most, That really developed at that
particular period. In later years,
when I was with Dick Stabile, we
had a wonderful arranger in the
band named Bill Staffon. Bill would
listen to different things 1 would do,
and he would say he liked
something or he didn't like
something else and we would talk
about it. He started writing parts
for me and it was wonderful. Boy, |
had a buddy then. We thought alike
and everything worked out well.

Who are some saxophone
players that you enjoy listening
to?

Bud Freeman, then, and now,
and probably always, 1 will enjoy
him. Oh yes, Jimmy Dorsey and
Pete Camiglio. Pete was very much
like Jimmy Dorsey in his sound, ap-
proach, technique, and everything
else. Both were good technicians
and good players to listen to. |
don't like them as much now as I
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did then. I tend more towards more
melodic players. Now Scott
Hamilton is a good melodic player
when he chooses to be, and I ad-
mire him greatly. The fellow in New
York, Phil Bodner. Phil Bodner, I
love because things just flow out of
him. He's got a good tone, wonder-
ful control and just beautiful think-
ing. | don't think | would have
liked him back in my earlier ex-
perience, because | don’t think |
would have fully appreciated him.

How is improvisation different
now than it was then?

I don’t know that it really is,
that's a tough one to answer. The
rhythm sections that supported any
soloist were not as exciting back
then as they are now. Now they are
just downright exciting. Frankly, I
think it’s the introduction of the
Afro-Cuban music that's brought
most of this about because things
just fly now. They didn’t used to do
that, They used to thump along and
that’s about all you could say for
them. Fellows who could improvise
then were really working, although
they weren’t aware of it, under a
handicap compared to today’s
backgrounds. What they would do
today, Lord only knows.

How is the lifestyle of the jazz
musician different in the 20s and
30s than it is today?

As to the lifestyles of the musi-
cians, I think it was a crazy but
wonderful period back then for
musicians because we were all
young, footloose, and carefree. We
didn’t give a damn about what we
did, the main thing was to be hap-
py. If it took drink to be happy, so
you drank. Hopefully not to excess,
but nonetheless you’d be staying
happy with drink, and doing silly
things, but having a good time out
of it. I don't see that as much
today, in today’s musicians. Of
course, I'm not as conversant with
the mainstream of today’s players
as I was then. I've been in and out
of it more or less the last several
years, but I do see a lot more
serious approach in the performance
and in lifestyles. Most of those |

know are settled down,
They have home bases
somewhere with families,
and go back there as
quickly as they can.

You are mainly an

ear player, aren’t you?

I feel best playing by
ear. When you go from
band to band you have
to read new charts all
the time, and | became
a modestly good reader.
| enjoy and feel more
comfortable playing by
ear. My ear is good and
my study of chords has
been good so I hear
pretty much what is

going to happen, and  Jim
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When did you retire
here in Webster, North Carolina?
We came here in 1971. 1 had been

a purchasing agent for the city of
Highland Park, Illinois. I took
retirement in April of 1971, we
moved down here and built our
house the following fall and settled
in. I had made up my mind to look
for musical activity as soon as I got
down here. | had three basic
careers. A career as a fulltime musi-
cian which lasted fifteen years, from
which I got no pension and very lit-
tle savings. Then I had a career in
commercial aviation, in several dif-
ferent jobs for fifteen years, again |
got no pensions or savings worked
up. My third career was as a pur-
chasing agent, and I did that for fif-
teen years, and retired; still with no
pension to speak of, with the idea
of picking up some musical work
and using that as a back-up. And
that’s what I've been doing.

You recorded a feature album,
with just bass saxophone and
rhythm section shortly after you
retired here in the mountains.
Yes, in 1978. In fact, it is the

only album of its kind ever made

with solo bass sax and rhythm sec-
tion. I had been on a lot of albums
through the Manassas Jazz Festival

formerly

1he Uniteg States today

that were released every year after
each festival. In all, with various
other things I had been on, I had
done around twenty-five albums as
a sideman. I had an experience one
time at a concert up in Illinois,
where the musicians weren’t ready
to play, and there were people
sitting in the audience. The guy
says, ‘why don’t you go out and do
something on the bass, and I'll give
you a good rhythm section.” He did
and it was a hell’uva good rhythm
section. So I went out there and
played with the rhythm section as a
solo instrument and we had a
wonderful time and the people liked
it. I kept that in the back of my
mind, that was back in 1952 or
1953. I later talked with Paul
Burgess, who has the Shellac Stack.
Paul liked the idea, so we set a
date, went to a studio and made the
tapes. In the meantime, I'd been
working on this multiple saxophone
stuff here at home. Some of these
cuts 1 wanted to put in there to
show off a little bit and play five
saxophone parts with rhythm. So, I
had the boys make me some rhythm
tracks up there that I could use
when I got back home. I took the
masters of the rhythm tracks and
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In Celebration of the 150th Anniversary
of the Saxophone

David Bilger

CONCERT ARTIST/MASTER TEACHER

Presents

“HATS OFF TO ADOLPHE SAX”’

A series of four major 5-day Institutes during the summer and fall of 1890, and

eighteen 1-day Clinic/Workshops In the United States and Europe

“Bilger Institute For Advanced Saxophone Study”
Streitwieser Museum, Pottstown, PA

July “Symphony Of Saxophones' Workshop prior to

Texas Bandmasters Assn. Convention in San Antonio, Texas

August “Penobscot Holiday, Chamber Saxophone Camp"
University of Maine, Orono, Maine

October '"Hats Off To Adolphe Sax' a 5-day celebration of saxophones
Hollywood, California

All Institutes will culminate In a public ensemble performancel

One day Clinics and Workshops are also scheduled in the following loca-
tions - October through July 1990:

Atlanta, Georgla; Bournemouth, England; Chicago, lllinois;
Hershey, Pennsylvania; Las Cruces, New Mexico; Los Angeles,
California; Miami, Florida; New Orleans, Louisiana; New York
City; Upper New York State; North Carolina; Orono, Maine; Parls,
France; Philadelphia, Pennsylvania; Pottstown, Pennsylvania;
San Antonlo, Texas; South Carolina; & Washington, DC

The Five Day Institutes consist of ensemble playing in the morning ses-
sions to improve performing skills first-hand. The afternoon classes will in-
clude Master Classes plus seminars and demonstrations covering the topics
of tone, intonation, interpretation, articulation, vibrato, secrets ol top-tone
playing, practice and performance hints, and teaching aids.

The One Day Clinic/Workshops encompass ensemble playing and the
seminar/demonstration topics listed above.

June

Order David Bliger's exciting new CD recording titled “Bliger”
from the Woodwind Service, Inc. catalogue - call 1 (800) 527-6647

DAVID BILGER WORKSHOPS

Are A Presentation Of

Cornelia Thomas Associates, Ltd.
Artist Management
Crystal City Station, Box 16608
Arlington, Virginia 22215
phone (703) 370-1507 or (215) 777-0062

Please send me information and dates
for the David Bilger Saxophone Clinic in

Name

Address

Phone

| am also Interested in private lessons D

added my saxophone parts on top
of everything, We incorporated that
into the master tape that we
ultimately sold to George Buck,
who released it on the Audiophile
label. It’s available from George
Buck and Audiophile Records. 1
think it's Audiophile AP131. It's
called, Spencer Clark and His Bass
Saxophone Play Sweet and Hot.

Can you tell me about some of
your other playing activities since
you've retired.

We had a nice thing going with
some of my old time buddies from
Chicago. We've gotten together and
played all through the years, start-
ing in the war years. We are all
about the same age now. In 1975,
there was a reunion at Princeton
that covered some of their fiftieth
anniversaries. We put a band
together with a typical Dixieland
lineup, with one of everything in
front; about seven pieces. It went
very well so we were up there from
'75-’81. We released an album each
year.

Have you played at any jazz

Sfestivals since you retired?

Yes, in 1973 Fatcat McCree
(Johnson McCree), who puts on the
Manassas Festival, called me and
asked if | would come up and play
for them. I did. I went back again
in '74, ’75, and ’78. Then again in
'80, but I haven’t been back since
because he’s now moved it to the
Thanksgiving weekend, and | can’t
get away then, We have some other
plans on Thanksgiving. I went down
to the Wilmington Jazz Festival in
’83. The International Association
of Jazz Record Collectors have
meetings and ['ve played two of
those, one in Alexandria, Virginia
and one in Chicago in '78 and '79.

1 believe you told me about
playing in the Netherlands fairly
recently.

Yes, we took another trip to
Europe in 1983 and I met a very
wonderfull bass saxophone player
who lives in the Netherlands. He's a
hell'uva good player. His name is
Ronald Jansen-Heijtmajer, and I
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think that he is the logical successor
to Adrian Rollini. He has the
technical skills and the power and
everything else to fill Rollini’s
shoes. The bass saxophone is a very
popular instrument in Holland. In
fact, | think there are twenty-two
bass players in Holland. He wanted
to know if I would come over there
and play with them. He has a group
called the Jazzomatic Four, so he
renamed it the Jazzomatic Four
Plus One, 1 worked some jobs with
them, and did some concerts with
them over there. One was the Breda
Festival, which is a well-known jazz
festival in Holland. We gigged
around the Netherlands for about
nine straight days.

You have been known for
having an open house for any
young saxophone players who
want to come talk with you and
exchange ideas about the sax-
ophone and music. Could you
tell me about a couple of the in-
teresting people you have met in
this way?

You always hear about people
through friends. That seems to be
the way it starts. A friend in the
New York area, Russ Whitman,
knew a fellow named Bill Peatman
who was a professor of chemistry at
Vanderbilt University. He wanted to
be a bass saxophone player, so he
called me up and we chatted for a
while, then he wanted to know if he
could come over. | said sure, so he
came over and we became very
good friends. Then he moved to
Berlin to take a job with some
chemical company there. Now,
when | make a trip to Europe, Bill
will provide a horn for me. He has
two bass saxophones. He in turn in-
troduced me to the group in Ham-
burg that | met. About every two
years he comes back for a vacation
and comes to see me. He was here
just a couple of months ago, a very
nice guy, and these connections are
so pleasing to me.

Do you have any other
thoughts on your playing?
I don’t play well if I'm nervous
or uptight. I get that way if 1 feel

BILGER - MORGAN
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“We’re Growing By Word Of Mouthpiece!”
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FROM THE
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ENTHUSIASTIC SAXOPHONISTS
WHO ARE ALREADY EXPERIENCING
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people are looking right at me. [
like to play best with a group where
I can fill in, do my solos, and be a
part of the whole thing. I was
recording in New York in 1974 with
Zoot Sims and some others, and the
leader Joe Venuti, just froze me for
some reason, and I didn’t do as well
as I might have. Zoot played the
ugliest horn I've ever seen, but it
didn’t matter, he was great!

Back in the 1920s Joe Venuti had
done a group thing called the Blue
Four, which was very popular. He
had Adrian Rollini, Frank
Signorelli, and Eddie Lang. That is
a bass sax, piano, guitar, and
violin. This time (1974), he was try-
ing to recreate those things, so he
had Bucky Pizzarelli on guitar, He
tried to get Frank Signorelli, but
Frank had amputated a leg or
something and couldn’t play any
more. Anyway, he wasn't there.
Adrian Rollini had already died, so
they called me in and asked if I'd
play. Dill Jones played piano. So
we made a record called The Blue
Four. Hank O’Neill put that out.
That was my last visit to New York.
Oh, I hated it. It didn’t look like
the New York I remembered, bi-
lingual signs all over the subways,
in the streets and everywhere else.
Dirt and filth everywhere, Oh boy, I
didn’t remember anything like that!

left 1o righs (seated) - Spencer Clark & Ronald
Jensen-Hentmajer; (standing) Hans De Brul-
Jn, Peter Den Boer & Hein Denekamp

So New York was a lot dif-

Serent than in the 1930s?

New Yorkers, too. New York was
a great place to live in the 30s. In
the late 20s, we would be playing
out in the country, out near Califor-
nia Ramblers Inn, or someplace out
there you know until about two or
three o’clock, you know. Everybody
said, “‘let's drive down to Harlem
and hear some music,”’ so we'd
jump in an open car, no windows
on it, no glass, and drive down
there. We'd leave the instruments in
the car and park around the street,
g0 on in the place and stay till five
or six o’clock in the morning and
listen to music. Then come out and

Clhuct ke

Mouthpieces

HANDMADE JAZZ
WOODWIND MOUTHPIECES

Made by a Professional Woodwind
Player for Today’s Jazz Musician

THEY SPEAK FOR THEMSELVES!

For Dealer Nearest You

Write: Claude Lakey Mouthpieces
Box 63-1330, Nacogdoches, TX 75963
= or call: (409) 560-4443

find that everyting was fine.
Nobody touched anything. All the
stealing started in later years.

One thing that I forgot to ask
you about earlier that just came
up. You mentioned that Jimmy
Dorsey played with the Ramblers.
What was your impression of his
playing? I've never had an oppor-
tunity to hear a recording of him.
Excellent. He’s a very good

technician. He had a funny tone on
clarinet. It was sort of a ‘‘nanny
goat’’ type of tone, which I didn’t
like, but he played wonderful
clarinet. He played damn good cor-
net or trumpet. The guy could do
anything, literally. He started out
on a brass instrument and went over
to saxophone. For fun he used to
take the neck of his stand (the little
pipe coming up had sort of a crook
neck on the top of the thing) and
he’d stick a trumpet mouthpiece on
the end of that crook, and pretend
he was playing an instrument. He'd
stand up and play a hell of a lot of
notes on it, you know. People
would look at him and wonder what
is that guy doing. He had a very
good sound on saxophone. He
made a couple of saxophone solos.
One was called Oodles of Noodies,
which he later incorporated into his
theme song. It was a very beautiful
thing. It was his own composition.
And if you ever get a copy of the
thing, you’ll see he played it
beautifully. A good technician. Of
course, remember that the techni-
cians of that day don’t compare
with the technicians of today. They
didn't have the altissimo range or
didn’t use it. So they went up to
high F and that’s where they stop-
ped. That’s all she wrote up there
and they didn’t know about
anything else.

Thank you for talking with me
this afternoon, Spencer. I've en-
Jjoyed it, as always. B

I. From "‘Spencer Clark: A
Bidodiscography.'' by Paul Burgess. Shellac
Stack, Fall 1977 (745):5.

2, lbid. page 6.

3. Idid.

4, From “‘Spencer Clark: Noted Musician of
the 20s, 30s, and Today.'" by Sara Carden
(1982). In The Sylva Herald. Sylva, N.C.
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SPENCER CLARK SELECTED DISCOGRAPHY

AS A LEADER

Spencer Clark

Spencer Clark And His Buass Sax Play Sweet
And Hot Johnstown, Pa,

March 26, 1978

Audiophile AP-131

AS A SIDEMAN

Five Birmingham Babies NY thn. 31, 1926
What, No Women? Pathe 36379

Down By The Winegar Woiks, Pathe 36367
Some Baby, My Gul, Pathe 36367

Golden Gate Orchestra NY August 1926

You Need Someone To Love. Edison 51824
(Golden Gate Orchestra same as California
Ramblers)

Golden Gate Orchesira NY September 19,
1926

Dawning, Edison 52101

Blue River, LP: Biograph 12021

California Ramblers NY September 20, 1927
Nothing Does-Does Like It Used To Do-Do-
Do, Co. 1148-D

It Was Only A Sun Shower, CoE. 4791
Golden Gate Orchesira NY Sept 27, 1927
A,B,C Clementine LP: Biograph 12021 Edison
52109

California Ramblers NY October 7, 1927
Make My Cot Where The Cor-Cot-Cotton
Grows Co, 1227-D

Goofus Five (California Ramblers) NY Nov. 3,
1927

Blue Baby, Why Are You Blue Od. A-189094
Where The Cot-Cot-Cotton Grows Od.
A-165332

Is She My Girl Friend Od. A-189094

Golden Gate Orchestra Nov. 18, 1927

Is She My Girl Friend? Pathe 36716

Among My Souvenirs Pathe 36714

Tell Me, Little Daisy Pa. 36711

For My Baby Pathe 36724

University Six NY Nov. 30, 1927

Mine-All Mine Edison 52181

California Ramblers NY Jan. 27, 1928

I Ain’t Got Nobody LP: Historical 8 Edison
52206

Seven Blue Bables NY May 22, 1928

Since She Learned To Ride A Horse Edison
52323

Mama's Grown Young-Papa's Grown Old
Julign Fuhs' Band Berlin, 1928
Im Hotel zur Hochzeltsnacht
EG-1230

Ist Es Ein Rausch?

Lud Gluskin et ses Jazz? Berlin, Jan 7, 1929
Dance of the Blue Danube Homo. 3018
That's My Weakness Now Homo, 3043
Home In Michigan Homo. 3018

You Took Advantage Of Me Homo. 3019
Together

Berlin Jan. 18, 1929

My First Love Tri-Ergon 5493

Dream Kisses Tri-Ergon 5491

Clarinet Marmalade Tri-Ergon 5493

My Suppressed Desire Tri-Ergon 5492

Too Busy Tri-Ergon 5491

Fascination Tri-Ergon 5492

Berlin, Jan. 23, 1929

In My Bouquet Of Memories Grammo. 22050

Electrola

! Wanna Be Loved By You

There's A Rainbow 'Round My Shoulder
Grammo, 22040

Sonny Boy

Flower Of Love Grammo. 22041

Crazy Rhythm LP: Wolverine #1

Bert Lown And His Hotel Biltmore Orchestra
NY, June 3, 1931

Never Vi, 22725

I'm Painting Pictures

After Tonight Vi. 22744

Fred Waring And His Pennsylvanians

NY, March 22, 1932

Tell Me While We're Dancing Vi, 22966
You're The One

Dick Stabile Saxtette NY, 1936

Medley: Stardust; Sweet Sue Studio Acetate
Dick Stabile And His Orcestra NY, Oct. 16,
1936

What A Dummy Love Has Made Of Me Vo.
3368

Tea On The Terrace Vo, 3358

I Was Saying To The Moon

Riffin’ At The Ritz Yo. 3368

Squirrel Asheraft Chicago, July 2-4, 1951
“"Second Session At Squirre!’s’* Pm LP-COS
104

Squirrel Aschraft Chicago, July 4, 1952

“The Third Squirrel”" Pm COS-108

Squirrel Asheraft Chicago, July 3-5, 1953
““The Fourth Bix Festival’* Pm COS-110
Freddie Wacker

Freddie Wacker And His Windy City Seven
Dolphin LP-9

More Informal Sessions MIS-3

Bix's Gang Manassas, VA. Jan, 21, 1973
Bix's Gang Lives FatCat FCJ-154

Dave Wilborn Manassas, VA. Dec 2, 1973
Dave Wilborn Sings FatCat FCJ-164

Ernie Carson Manassas, VA, Dec, 2, 1973
Ole Oregon Ern FaiCat FCJ-164

Spencer Clark Manassas, VA. Dec. 2, 1973
Spencer Clark-Master Of The Bass Saxophone
FatCat FCJ-171

1973 Eighth Annual Manassas All Star Jazz
Festival

Volumes 1,2,3. FaiCat FCJ-172, FCJ-173,
FCJ-174

Joe Yenuti NY May 1974

Joe Venuti's Blue Four Chiaroscuro CR-134
Princeton Bix Festival Princeton, NY June 4-5,
1975

MIS-6

The Princeton Bix Festival - 1976 Princeton,
NJ June 3-4, 1976

MIS-7

The Prineton Bix Festival - 1977 Princeton, NJ
June 2, 1977

Maxine Sullivan Columbia, SC Feb. 7, 1978
Audiophile AP-128

SAX PACKS

LIGHTWEIGHT
COMPACT
EXTRA STRONG
DELUXE PLUSH LINING
REINFORCED GLASS FIBRE
DUAL HANDLES
COMPLETE WITH SHOULDER SLING
5 YEAR GUARANTEE
CHOICE OF COLORS

Soprano  59.00/$117.50 U.S.
Alto 69.00/$134.50 U.S.
Tenor 79.00/$151.50 U.S.
Baritone  119.00/$219.50 U.S.
Prices include postage

MAIL ORDERI!
(VISA/MASTERCARD/DINERS CLUB/AMERICAN EXPRESS)

Berkeley Cases, 3-5 Statlon Rd.
Edgware Middlesex, England
Phone: 01-952-5813
Fax: 01-951-5248
Telex: 946797 Pronto G

U.8, trade Inquiries (dealers only) contact:
Barclay Muslo, 138 W. 21st Strest
New York, NY 10011-3212
French trade Inquiries contasct:
Major Piqualie, 3 rue DuPerre
75009 Parls, France
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Exploring The Concert vt wo s o

~ saxophonists. Born in Washington,
Saxophone Repeﬂo. re D.C. in 1927, he started composing
at age five and was a serious stu-
dent of composition at sixteen. He
received his Ph.D in Composition
from the Eastman School of Music
where he studied with Burrell
Philips, Thomas Canning, Herbert
Elwell, Bernard Rogers, Howard
Hanson, and Dante Fiorillo. He is
presently Professor of Music
(history, theory, and composition)
at the State University of New York
College at Fredonia. He also served
on the faculty of the National
Music Camp at Interlochen,

Walter Hartley’s
Sonatina Glocosa
For Bass Saxophone

Laura Hunter

COMPOSITION SUMMARY Michigan from 1956-1964. His
g %"l“";”" )v"gl' Hartley g {“' ﬁ“;"’““" 1987 association there with saxophonist
tle: Sonatina Giocosa ength: 5 minutes . L 3
[J Instrumentation: Bass Saxophone and Piano (alternate parts included for the string bass & Donald ,S,mta led to his well-known
tuba) composition, Duo for saxophone
[0 Degree of Difficulty: Easy, providing you have a bass saxophone and piano. Hartley’s music has been

O3 Publisher: © 1988 by Tenuto Publications, Theodore Presser Co., Bryn Mawr, PA 19010 performed by ensembles such as the
National Symphony Orchestra,

for Joseph Pownl

SONATINA GIOCOSA (1987)  wuer s. suctiey

FOR BASS SAXOPHONE AND PIANO

th BASS SAXOPHONE

& s—t 510

Copyright © 1988 Tenuto Publications
Used by permission Copyright © 1988 Tenuto Publications vens sax 2
Used by permission
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Eastman-Rochester Symphony Or-
chestra, Oklahoma Symphony, and
the Eastman Wind Ensemble. In
1954 he was the recipient of the
coveted Koussevitzky Foundation
commission which resulted in his
Chamber Symphony. Hartley has
long been a fan and supporter of
the saxophone. He was a guest com-
poser at the World Saxophone Con-
gress and was elected by the North
American Saxophone Alliance to an
honorary life membership. He has
written upwards of forty works for
the saxophone in a variety of set-
tings. The work at hand is the first
for bass saxophone that he has writ-
ten,

THE BASS SAXOPHONE

The bass saxophone is generally
employed as a novelty instrument
and is heard most often in sax-
ophone ‘bands’ and in transcrip-
tion. Other than Sonatina Giocosa,

the only original concert work for
the bass is Melody Variante by Carl
Frangkiser.

Joseph Powel, a modern cham-
pion of the bass saxophone and the
dedicatee of Sonatina Giocosa, has
known Hartley and his work for a
long time. When Powel suggested a
piece for the bass Hartley took the
challenge. The premiere was in
June, 1987 at Syracuse University
with Hartley at the piano and
Joseph Powel on the bass sax-
ophone. Playing Frangkiser’s work
and the premiere of the Hartley
Sonatina Giocosa in one evening,
they performed the entire known
original repertoire for the bass sax-
ophone on one program.

There are a few special considera-
tions when playing this work on the
bass. Balance of course is always an
issue. While the bass has a low
tessitura it has a high “‘presence’’
factor and will be heard whenever it

is being played. There are many
high piano passages which will be
lost if the bass saxophone and the
left hand of the piano do not
balance their volume appropriately.
The bass also tends to play flat in
the higher ranges. This work does
not go above high F but the sax-
ophone tends to sag in pitch starting
around G2. Clarity of sound and
pitch definition are also a challenge
when performing on the bass and
must be sought after tirelessly.

THE MUSIC

I have always assumed that charm
and the bass saxophone were
mutually exclusive, but Walter
Hartley has proven me wrong. This
is an absolutely charming piece and
it is perfectly suited to the bass sax-
ophone. It is a pleasure to hear and
entirely idiomatic. Taking the
nature of the bass saxophone into
consideration Hartley wrote in a

Used by permission

Copyright © 1988 'i‘e;lulo Publications £

Copyright © 1988 Tenuto Publications

>

Used by permission

Saxophone Journal

25



comfortable range for the instru-
ment (nothing above F3 and little
above C3) and in tempi easily ex-
ecuted by the large mechanism of
the instrument.

Allegro molto is in condensed
sonata form using two ideas that
contrast to each other (A mm.l,
Bass part/B mm. 14 piano part).
The piano music is the beautiful
and crystalline writing that is
characteristic of the music of
Hartley. The music moves with ex-
treme grace and the contrapuntal
flavor is delicious.

Allegretto grazioso is a waltz with
a trio section at mm. 33. This waltz
is in simple ABA form. For my
taste, the A sections should be
played more slowly than the J. =56
with the B section picking up tempo
to J =56. Each section has its own

.

character and the A section is much
more languorous. Don’t rush
through this music, let your au-
dience enjoy it.

Quodlibet: poco vivace, scherzan-
do is the entertaining third move-
ment. A quodlibet is a type of
music which comes to us from the
13th century and continually quotes
preexisting music. Well-known
melodies, in this case all in 6/8, are
pieced together in a somewhat sur-
prising manner. This movement
typifies a polyphonic quodlibet by
presenting the melodies
simultaneously in different voices of
the composition. As a rule
quodlibets are humorous and this
one is no exception. I can’t imagine
a more appropriate combination of
musical form and instrumentation
than this one for a composer to use

NICK BRIGNOLA SAYS IT THIS WAY...

“Runyon mouthpieces give me a consistent sound and equal response in all
registers including the extreme upper register and the extreme lower regis-
ter. | also find that by using Runyon mouthpieces on all my horns it makes for

to exercise his musical wit. It works
extremely well! Below is a list of
some of the quotations in this
movement. Measure numbers in-
dicate beginning of quotation.

» Funeral March of the marionettes
(Also known as Alfred Hitchcock’s
theme music) (m.5)

* French folksongs Aupres de ma
Blonde (m, 14, 58, 26) and Cadet
Rouselle (m.54)

* Victor Herbert's March of the
Toys (m.18)

* Two Sousa Marches - Liberty Bell
March (m.11, 23, 61) and Sempre
Fidelis (m.35)

* Trio of march Our Director by
F.E. Bigelow (m.38)

* Valentine’s aria from Gounod's
Faust (m.23)

* Coronation March from
Meyerbeer's Opera The Profit
(m.38)

* Triumphal March from Verdi’s
Aida (m.50)

* yvon Suppe’s Light Calvary Over-
ture (m.45)

Even in this rapid-fire of quotations
they are easy to discern, The move-
ment is very well put together and a

easier doubling. The Spoiler and the innovative inserts just add more

flexibility and potential to each mouthpiece. | recommend them highly!!” real treat to hear. I am surprised

that this musical form is not heard
more often.

Since bass saxophone recitals
have yet to attain wide popularity,
Hartley worte this piece so it could
be played by other instruments and
the edition includes solo parts for
tuba and string bass. The piano part
is the same for all versions. While
this work is possible on instruments
in the same tessitura as the bass, it
is not well-suited for transfer to
tenor or baritone saxophone, W

“And once again Runyon has solved a problem
that plagues most saxophone players with his
palm key risers. It makes playing up there so
much easier. The thumb rest makes the horn
feel more secure and Is definitely more
comfortable! Bravoll”

Listen to Runyon oor o PrTrT
Mouthpieces on LR

Nick Brignola's
Album
“RAINCHECK"",
Reservoir
Records
RSR-CD-108

MOUTHPIECES & ACCESSORIES
PO, BOX 1018 * LEWISBURG ROAD * OPELOUSAS, LA. 70570
Phone (318)9486252 18008434078

(Runyon)

PATENT NOS. 24345503, #4212023
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Repairing
Your
Saxophone

he bass saxophone is only dif-

ferent in one aspect from the
other saxophones and that is simply
its size. It is extremely akin to the
baritone in terms of basic opera-
tional problems. As an instrument
repair technician, I like to work
with a given horn in my lap,
however, this is obviously not possi-
ble with the bass saxophone. The
amount of space needed to work on
a bass saxophone can, in and of
itself, be a challenging problem for
any instrument repair technician.
The biggest problem for the bass
saxophone is pure ‘‘damage
control.”” It is extremely susceptible
to dents and dings from basic
transportation and handling. Unfor-
tunately, if a rod is damaged, a
repair technician will most likely

have to make a new one from scratch.

Unlike the other members of the
saxophone family, pads on a bass
saxophone can last an extremely
long time because they seldom come
in contact with saliva. Because of
this the pads generally do not need
to be treated or waterproofed. The
large physical area of seal needed to
seat a bass saxophone pad properly
is of special concern due to the
large size of the pads themselves,
and the necessity for the pad to fit
flush to the tone hole. A minor leak
on a bass saxophone is a major
problem! The most interesting
aspect of pads for the bass sax-
ophone is their availability. When
the size you need is no longer stock-
ed the solution is to make your own
pads. Materials needed are a firm
high quality crushed felt, cardboard
backing, thin leather, and a nylon
resonator (preferably the screw
type). Also, a resonator from the
Bb key of a baritone saxophone can
be quite effective.

Emilio Lyons

Making A Bass Saxophone Pad

MAKING A BASS SAX PAD

After you've removed the pad
from the key cup, the first step is to
remove the leather from the old
pad. Then cut a circular piece of
leather large enough to cover the
felt backing. If the felt backing is
no longer usable, it will be
necessary to cut a new circular piece
of crushed felt, making it slightly
smaller than the inside of the key
cup diameter. It will be necessary to
punch a small hole in the middle of
the newly created leather pad before
placing the leather piece against the
felt backing. Place the nylon
resonator, making sure it is
centered, against the round leather
pad and attach it with the small
screw. Coat the round cardboard
backing (thin but stiff cardboard to
fit snugly inside the key cup), and
the edges of the leather, with simple
contact cement, after which you
must carefully tuck the edges of the
leather under the round cardboard
backing in the same way you'd tuck
a drumhead. Let the contact cement
bond before coating the cardboard
backing with a shellac to seal it.
You now have a new bass sax-
ophone pad ready to be placed into
the key cup.

Using a common leak light to
spot leaks is essential even for a
bass saxophone, but it takes much
longer due to the shear size of the
pads involved. Just like the baritone
saxophone, a leak light is inserted
into the side ‘high’ D key hole,
which means this key has to be
removed from the horn.

Spring adjustments for a bass
saxophone are again similar to those
done on a baritone. Making your
own springs from a heavier gauge
piano wire is highly recommended.
Talk to any piano repair shop for

specifics on how to obtain the piano
wire. Adjusting the action on a bass
saxophone is the same as with all
the other saxophones, and even the
key heights need not be a major
concern. The basic key height on a
bass saxophone should be a little
higher than the baritone, more out
of respect for the increased bore
size of the instrument.

Interestingly, some parts for a
bass saxophone are still being
manufactured, however, it is time
consuming to find out who is pro-
ducing what, and to what extent a
given part will work on your instru-
ment. That means you'll have to re-
ly more on your ingenuity, rather
than supply houses, for most of the
repair work on your’s, or any bass
saxophone. W

Questions for Emilio Lyons

Questions from Saxophone Journal readers
about saxophone repairs and/or maintanence
should be sent to: Emilio Lyons “‘The Sax
Doctor”” Atin: Paul Wagner - Saxophone
Journal, P.O. Box 206, Medfield, MA 02052.

Emilio’s column was prepared by Paul
Wagner, Professor of Saxophone and Wood-
winds at Berklee College of Music in Boston,
Massachusetts. Ol

NEW Professional Quality

WINSTON
SOPRANO SAXOPHONES

l  Straight Model  $685

B Curved Model  $795

"':? Case & Mouthpiece Included

t8  ORDER DIRECT FROM
« RAYBURN .

“The Brass & Woodwind Center™
263 Huntington Avenue
Boston, MA 02115
(617) 266-4727

Ask for Emilio or David
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Creative
Jazz

Improvisation

Beauty
And

The Bass Liebrook, Joe Rushton, and more

Scott Robinson

t was in a dusty corner of my

high school band room in
Herndon, Virginia, that I first
discovered the bass saxophone.
Neglected and in need of repair, it
was all but ignored by the other
saxophone players in the school. |
was astonished to find that there
was actually an instrument larger
than the ungainly baritone | was
playing at the time, and I took to it
quickly, lugging it home after
school and performing whatever
small repairs I could to make it
play. Shortly thereafter I played the
instrument here and there in jam

5 sessions, pit bands, my brother’s

group, and in my own quartet, even
going so far as to take it out on a
neck strap with the high school
marching band. While I'm not sure
my back ever completely recovered
from that experience, 1 did discover
that the bass saxophone possessed a
beautiful, deep sonority like no
other instrument and I soon fell in
love with it. It would be many years
before |1 was fortunate to have one
of my own, and so it is only in the
last three years that I have been able
to begin exploring its possibilities.

It seems to me that the usage of
the bass saxophone in the context of
jazz or improvisational music has
largely been confined to two major
areas of playing.

1. Traditional jazz in its various
forms as practiced by players such
as the famous Adrian Rollini, Min

recently Vince Giordano. In this set-
ting the bass saxophone provides an
improvised two-beat bass part in the
ensemble, and contributes occa-
sional solos.

Adrian Rollini Bass Line

2. What is generally termed the
avant-garde, as exemplified by
Anthony Braxton, Roscoe Mitchell,
Vinny Golia and others, is a style of
bass saxophone playing in which the
great sonic resources of the instru-
ment are mined up in a more or less
““free’’ improvisational context.

Certainly the bass saxophone’s
flexibility and powerful sound
makes it ideal for both of these
styles of playing. But, in-between
these two relative extremes there are
many other areas of jazz in which |
feel the instrument has been surpris-
ingly under-utilized. For example,
Charlie Ventura was one of the very
few players who used the bass sax-
ophone in a bebop situation and
only infrequently. Perhaps sax-
ophonists are fearful that the horn
is too cumbersome for this kind of
playing, but I find that with time
and practice, a degree of technical
facility comparable to what one
would expect on a tenor, can be had
on the bass saxophone. In fact,
when | play the bass sax with my
own group, I think of the horn
more as a large tenor than as a bass
saxophone, It is interesting to play
it in a quartet situation because the
solo line is often below the walking
string bass, rather than above, giv-
ing an unusual twist to the *“‘usual
relationship’’ of the solo horn to
the rhythm section.

Another area in which the bass
sax has seen relatively little activity
is ballad playing. I find the bass
perfectly suited to this, with its
deep, affecting tone, and the wide
range of expression and nuance
which is characteristic of sax-
ophones in general.

Example 1
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Example 2 Adrian Rollini Solo Chorus
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Example 4 Rapture Of The Deep
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ED’S CASES

ALL KINDS OF CASES!
GIG BAGS AND COVERS
FOR SAXOPHONES, AND ALL
OTHER INSTRUMENTS!
CUSTOM MADE CASES!
ROAD CASES!
REPAIRS!
ALTERATIONS TO CASES!
ALL KINDS OF REEDS!
STRAPS!
ACCESSORIES!
ACOUSTICOILS!
VANDOREN REED CASES!
POWERSTAR CLAR. BARRELS!

BEST PRICES ON
REUNION BLUES
BAGS!

WRITE FOR FREE CATALOG AND PRICE LIST,

Ed’'s Cases
Box 743
Norristown, PA 19404

PHONE (216) 279-5817
VISA/MC

USE YOUR CREDIT CARD TO ORDER BY PHONE.

The music Examples 1-3, taken
from cornetist Bix Beiderbecke's
1927 recording of Royal Garden
Blues (from The Bix Beiderbecke
Story, Vol. 1, “Bix And His

Gang,”” Columbia LP CL844), gives

us a sample of the man who is

generally regarded as the greatest of
the early bass saxophonists and who

still serves as a model of the genre
today - Adrian Rollini. Adrian
Rollini, the brother of Arthur

Rollini, possessed a marvelous tone
and good command of the horn and

not only was he a consistently in-

spired soloist, his bass lines were in-
ventive and daring. Example 1 is the

bass line he plays in the first blues

chorus just before the clarinet solo.

Adrian’s rhythmic approach is
clearly more complex that the sim-
ple two-beat roots and fifths tuba
style of many of his contem-

poraries, One can hear a special em-

pathy between Bix and Rollini in
these recordings. In bar 11, Bix
answers Rollini’s triplet figure on
the first beat with a flurry of
triplets on two and three. Example
2 is Rollini's solo chorus. His ar-

ticulation and dynamics are very ex-

pressive, ranging from a plaintive
moan in the first measure, to
something approaching a slap

tongue in bars 5 and 9. He fashions
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phrase in bars 7 through 8. Example
3 is the out chorus. Notice the
absence of a downbeat in bar 4, and
the use of the ninth instead of the
tonic on beat one of the following
measure. Bix and Rollini land on
the same note in the first beat of
bar 8, slightly out of tune with each
other, for an effect that is surpris-
ingly plaintive and beautiful.

Example 4 is my improvised solo
on Rapture Of The Deep, from my
latest recording titled Winds Of
Change on the MultiJazz Records
label. This slow and ethereal piece,
which [ actually wrote about a year
before 1 finally got a bass sax-
ophone to play it on, is in 7/4 time
with a 4/4 bridge. The solo occurs
on the last bridge section, following
a bass flute solo. In this modern
setting, | try to think ““tenoristical-
ly,”" rather than let myself be in-
timitdated by the instrument's bass
nature.

The Eb in the second bar is the
highest natural note on most bass
saxophones, although | find that Es
and Fs are readily obtainable using
the lower fingering with a little ex-
tra upward pressure on the reed,
Two bars later I land on a big low
Bb. Bar 6 makes use of the Db ma-
jor seventh sound, which is contain-
ed in the Gb lydian, and bars 9-12
are based on a whole tone scale. It
might also be worth pointing out
that bars 3, 10, and 16 have
something in common - these rapid-
ly descending figures point out the
lowest register of the instrument,
which is after all its greatest
strength.

The bass saxophone is a great and
noble instrument whose tremendous
potential has been nowhere near
realized. 1 am sure that in addition
to those dedicated practitioners who
are keeping the past and present
traditions of the instrument alive,
more and more creative musicians
will write new music for it, bringing
forth new sounds and finding new
ways to make use of its powerful
tone and full expressive range. This
is why 1 often refer fondly to the
bass saxophone as ‘‘the instrument
of the future!" B
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The Changing Role

Of The Bass Saxophone

t is huge and clumsy. It won’t
fit in many cars. It has to be
played in a customized cradle. It is
very scarce and very expensive, and

reeds are a problem. Yet with all
this going against it, the bass sax-
ophone’s revival is in full swing.
New generations of performers are
finding in the bass sax an instru-
ment capable of great power and
beauty. To date, well over 200 per-
formers have recorded with this
brass behemoth, in settings ranging
from jazz to classical to punk rock.
The first saxophone out of
Adolphe Sax’s shop was, in fact,
the bass. It was demonstrated at the
Industrial Exposition of 1844, and
became in that year the first or-
chestral saxophone, appearing in
Georges Kastner’s opera The Last
King Of Juda. The instrument (and
its brothers) soon found its way into
French military bands as well.

David Robinson, Jr.
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But it took a vaudeville act to
make the saxophone catch on here
in the States. Dressed in clown
suits, the Six Brown Brothers
(sporting saxophones from soprano
to bass) became enormously popular
in the 1910s playing light fare of the
day, with Harry Finkelstein's bass
sax pumping out two bass notes per
bar. Their 1914 Victor recording of
La Paloma is almost certainly the
first recorded use of the bass sax.
Other sax groups, complete with
bass, soon popped up to record for
competing labels.

The recorded evidence tells us
that the bass sax remained relegated
to these saxophone novelty groups
for several years, In 1918 Harry
Yerkes, a popular dance band
leader of the day, became the first
to record the bass sax in this ‘“‘oom-
pah" role with a dance band. By
1921 (perhaps earlier),
clarinetist/violinist Joseph Samuels
was doubling on bass sax for occa-
sional solos with his Synco Jazz
Band. These first recorded bass sax

i

l.

Photo courresy Arthur Rollini (brother of Adrien Rollini)

solos efforts are quite clumsy, and
were done strictly for novel effect.

It was around this time that the
bass sax's ‘““oompah”’ role came
into wide favor. Ray Mille, Earl
Gresh, Mike Markel, Ben Selvin,
Paul Specht, Les Stevens, Henry
Santrey, Herb Wiedoeft, Ted Lewis,
Benny Krueger, and Ted Weems
were among the first bandleaders to
regularly employ the bass sax in
place of (or alternating with) tuba.
Soon bandleaders everywhere were
jumping on the bass sax band-
wagon, capitalizing on its greater
carrying power than the string bass
and its sharper, more defined attack
than the tuba - considerable advan-
tages in the days of acoustic re-
cording equipment.

The sudden popularity of the in-
strument was due in large part to
the tremendous success of the
California Ramblers. This
quintessential **hot dance’’ band
built its sound around the booting
bass sax of Adrian Rollini, the in-
strument’s first and perhaps unsur-
passed master. Rollini’s influence
can hardly be overestimated. He
transcended the ‘‘oompah’’ role
with his bluesy, fluid bass line, and
he firmly established the
instrument’s hot and sweet solo

Californis Ramblers

Pictured in the center of this 1927 photo of
the California Ramblers, standing next to his
Juture wife to be - Dixie - is the great bass
saxophonist Adrian Rollini. Also pictured is
Adrian Roilini’s bass saxophone. During the
1920s the California Ramblers was a very
popular music group of between nine and
Sourteen musicians from the studios of
Hollywood, led by singer Ed (Wallace T.)
Kirkeby who assembled the musicians to
record under his name from 1921 to 1937.
Violinist Arthur Hand was the music director
JSrom 1922 to 1925, Adrian Rollini was a
regular member of the California Ramblers,
who at different times included the best con-
temporary musicians such as the Dorsey
Brothers, Miff Mole, Red Nichols, Arnold
Brilhart, and others, The band was also
known as the Golden Gate Orchestra, and
other groups who consisted of essentially the
same personnel were the Vagabonds, the Var-
sity Eight, the Goofus Five, and Ted
Wallace's Orchestra. The California
Ramblers recorded prolifically on numerous
labels and were among the pioneers of the
early big band style of jazz. Their music con-
sisted largely of popular dances hits
presented in clever arrangements. For many
years their ‘roadhouse’ was the Ramblers
Inn, near New York City.
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potential. He was, in fact, one of
the first saxophonists to swing. He
utilitzed the full range of the horn,
plumbing the depths for bass work,
and rising to the baritone range
(with occasional descents) for im-
provised solos. Rollini, who also
played the goofus, hot fountain
pen, vibes, xylophone, piano and
drums, recorded several hundred
sides on bass sax with the California
Ramblers (and various sub-groups)
from 1922 to 1931, as well as ses-
sions with Bix Beiderbecke, Red
Nichols, Bert Lownes, Joe Venuti,
Frankie Trumbauer, Jack
Teagarden and many others - in-
cluding a stint in England with Fred
Elizalde. Among Rollini’s arsenal of
effects was his ability to produce
harmonic splits at will, territory that
remained otherwise uncharted for
years, Three particularly good ex-
amples of Rollini’s style are San by
the University Six (hot), Allah’s
Holiday by Red Nichols’ Five Pen-
nies (sweet), and The Meanest Kind
of Blues by the Louisiana Rhythm
Kings (harmonic splits).

When Rollini left the Ramblers
for a time, his chair was taken by
Spencer Clark. Clark, also a multi-
instrumentalist, boasts the longest
recording career of any bass sax-
ophonist: over sixty years. Clark’s
recorded work of the 20s includes a
handful of solos with the Califronia
Ramblers (e.g. Third Rail) as well
as a number of solos recorded in
Berlin with Lud Gluskin et ses Jazz.
The latter's Milenberg Joys amply
demonstrates Clark’s meaty bass
line, hot solo skills, and ability to
perform Rollini’s harmonic splits.

Other important players of the
20s include tuba player Min
Leibrook, who doubled on bass sax
for recordings by Paul Whiteman,
Frankie Trumbauer, Joe Venuti,
Irving Mills, and others. Leibrook
left us only a handful of solos, most
notably Whiteman'’s San. The pro-
lific Jimmy Johnston appears on
record with a great many dance
bands, especially novelty groups led
by banjo virtuoso Harry Reser.
Johnston’s full, deep sound record-
ed will, but his role was strictly
“‘oompah’’ with occasional breaks.

And the otherwise unknown Charlie
Jackson played sustained bass tones
for certain 1923 sides by the celebrat-
ed King Oliver's Creole Jazz Band.

Even Coleman Hawkins, the
father of the jazz tenor, flirted with
the instrument for some four years
with the Fletcher Henderson band,
though he would disavow it in later
years. He too played bass lines
and/or solos as called upon. His
rather tortuous sound on bass sax is
prominently featured in Carolina
Stomp, Spanish Shaw! and other
Henderson sides of the period.
Preceding Hawkins in this role was
Billy Fowler, yet a careful listen to
Fowler’s Henderson sides reveals that
he is playing baritone, not bass sax.

Duke Ellington’s band, too, made
occasional use of the bass sax.
Altoist Otto Hardwick is listed in
discographies as doubling on bass
sax with the Ellington orchestra
from 1927 to 1943, yet recorded ex-
amples are scarce. He is most prom-
inently heard in Doin’ the Frog
from 1927,

As swing came into vogue in the
30s, and the more buoyant string
bass became the standard bass in-
strument, the bass sax became un-
common. On a whim, soprano sax-
ophonist Sidney Bechet played a
few tentative notes on bass sax for
some Noble Sissle sides in the early
30s. Spencer Clark continued to use
it with such bands as Dick Stabile’s,
with whom he is credited with
establishing for the horn a more
free-moving role for ensemble work,
In the late 30s, tenor man Joe
Garland, composer of such swing
standards as /n The Mood and Leap
Frog, began doubling on bass sax
with the Edgar Hayes swing band,
replacing the baritone to give added
depth to the sax section. Rollini was
also active in the 30s, recording with
bass sax up to 1938, at which time,
weary of swimming against the tide,
he switched permanently to vibes.

Just as Rollini was abandoning
the instrument, in rushed Joe
Rushton to grab the mantle. While
Rushton’s technical facility was not
quite at Rollini’s level, he was
nevertheless a facile player and a
muscular soloist. Switching between
his two bass saxes, Beatrice and

Bass saxophonist Kenny Davern of “Soprano
Summit’ fame

Jack Wadsworth

Buster, Rushton carried the instru-
ment boldly into the 40s with a new
role: that of a contrapuntal front-
line voice in a traditional jazz
(“‘dixieland’’) setting. Rushton
moved easily from the bass line to
counterpoint to solo work and back
again. He even played the sax-
section-anchor role for a time, with
Benny Goodman’s band in 1943
(with whom he appears in the films
Stagedoor Canteen and The Gang’s
All Here). Rushton’s work from the
40s is best represented on many
traditional jazz sessions for the
Jump label. I Wish I Could Shimmy
Like My Sister Kate by McHargue's
Memphis Five and Carolina in the
Morning by LaVere’s Chicago
Loopers are recommended listening.
In the late 40s, Rushton joined Red
Nichols and his Five Pennies, an
association that was to last some
sixteen years, until Rushton’s death.

Saxophone Journal
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Gray holding an Eb Contrabass

1937 Glen Gray took over the
leadership of the Glen Gray and

in 1950.

JOE SAX |

WOODWIND REPAIR

Saxophones ® Clarinets ® Flutes
Bought - Sold - Traded
WE BUY INSTRUMENTS!

Locate or Sell That “*SPECIAL” Instrument
Through The
“INSTRUMENT SEARCH"” ©
Find That ““SPECIAL"" Mouthpiece
Through The
“MOUTHPIECE SEARCH” ©
ALWAYS'A LARGE SELECTION!

i Including
Stands ¢ Gig Bags * Case Covers
call or write for detdilst

A ' JOE SAX
Woodwind Repair
55 Roxbury Road
Dumont, New Jersey 07628
(201) 384-0833
Quiside NYC Metro Area » 1(800) 876-8771

14 )

saxophone in this 1938 photo. In

left to right - Spencer Clark, Joe
Rushron & Frank Chase in this
1954 photo Photo by Jack Howe

keft to right - Sonny Dunham and Glen

the Casa Loma Orchesira, retiring

Yerkes Flotllla Orchestra (aken on Arnoid Brilhart's 18th birthday,
September 30, 1922, in St Louis, Missouri at the Missouri Theatre,
this rare photo includes bass saxophonist Dominic Ciffarelli and
multi-reed specialist Arnold Brilhart.

left to right - (frant row) Arnold Brilhart, Harold Lolstad, Dick Barton,
Saxie Crimmons, & Dominic Ciffarelli. (second row) Tony Colucci,
Bob Nauman, Bud Moore, Matt McCarthy, Jimmy O'Keefe
& Jerry Jerome Photo courtesy Arnold Brilhart

Feom Louisville, Ky., they set forth under the name of “Kentucky Rernels", changing name when
starting to make Edison Records,

SELVIN'S ORCHESTRA (Vocalion Records)

Of all the fine orchestras of Broadway, none is more [amous of more justly famous than
Selvin's Orchestra.
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Aside from Rushton’s work, the
bass sax all but disappeared in the
40s. Bandleader Shep Fields used it
in his experimental all-reed or-
chestra of the early 40s, and in the
mid 40s Boyd Raeburn’s bass sax
anchored his forward-thinking big
band’s sax section; but virtually the
only soloists on the horn were
Rushton and Englishman Harry
Gold. Gold, a tenor player who had
bought a bass sax from Rollini after
it fell off a truck, used the instru-
ment in a Rushton-like counter-
point/solo role with his traditional
jazz group, the Picces of Eight.

In the early 50s, swing and bop
tenor man Charlie Ventura began
using the bass sax for solo work
with his own modernish combos,
and with the Gene Krupa Trio.
Stardust was a showpiece for his
bass sax work. In traditional jazz,
Rushton continued to record,
notably with Red Nichols and the
Rampart Street Paraders. New
players assuming the counter-
point/solo role in the 50s included
Jack Crook (Turk Murphy Jazz
Band), multi-instrumentalist John
Dengler (Billy Maxted’s Manhattan
Jazz Band), and Chicago clarinetist
Frank Chace. On the big band
front, Christian Chevalier’s or-
chestra included the bass sax of
Armand Migiani, and The Com-
manders included a succession of
bass saxophonists in the reed sec-
tion. The Commanders’ 1955
recording of The Monster is a bass
sax feature. The big-band role for
the bass sax seems to have caught
on in a big way in the Los Angeles

The last two decades have
brought to the bass sax a renewed
interest, and new roles. Roscoe
Mitchell and Joseph Jarman carved
for the instrument a permanent
niche in free jazz, using it from the
late 60s to the present in the
groundbreaking Art Ensemble of
Chicago-sometimes playing two bass
saxes at once (e.g. Odwalla, 1972).
In 1973, Mitchell recorded what
must be the first unaccompanied
bass sax solos: Tutankamen and
Qobina (Little Big Horn). Other
reed players soon began doubling
on bass sax in an avant garde jazz
context, sometimes combining free
jazz and rock idioms: Jan Garbarek
from Norway; Christer Boustedt
from Sweden; Walter Huber and
Peter Brotzmann from Germany;
Howard Johnson and Vinny Golia
from the U.S.. Brotzmann's 1976
Humpty Dumpty and Golia’s 1980
For the Dancers are also unaccom-
panied, both employing overblowing
and screaming into the instrument.
The use of bass sax in modern/a-

vant garde jazz has continued in re-
cent years. Frenchman Yochk’o Sef-
fer performs on the entire family of
saxophones.

Washington D.C.’s Windmill Sax-
ophone Quartet and Holland’s The
Six Winds are all-sax groups sport-
ing the bass saxes of Clayton Englar
and Klaas Hekman respectively.
Morten Carlsen (Denmark) plays it
with Pierre Dorge and New Jungle
Orchestra, and Urs Leimgruber
(Holland) with Reflexionen. A new
album by New York multi-
instrumentalist Scott Robinson (this
writer's brother), includes his Rap-
ture of the Deep, a contemporary
jazz piece written expressly for bass
sax (and bass flute).

The bass sax has found its way
into other music as well, Classical
saxophone ensembles, complete with
bass sax, have sprung up in recent
years: examples include the Sax-
ophone Sinfonia (with two bass
saxes), Fredonia Saxophone Ensem-
ble, U.S. Armed Forces Saxophone
Ensemble, and L'Ensemble Interna-
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and New York studios in the late
50s. Over the next decade, a
number of top arrangers for
modern big band found in the bass
sax a voice capable of adding great
depth and tonal coloration to their
orchestrations. Those writing for
the bass sax in this period included
Johnny Richards, Pete Rugolo,
Allyn Ferguson, Shorty Rogers, Gil
Fuller, Clare Fischer, Enoch Light,
and Stan Kenton. The availability
of such fine session players as
Chuck Gentry, Shelly Gold, Bill
Hood, John Lowe, and Stan Webb
to handle the big horn made such
arrangements possible.
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