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in 1924). The sarrusophone was a brass
instrument of conical bore, played with a
double reed.

The Swiss conductor Ernest Ansermet said
on hearing Bechet in 1919: ‘an extraordinary
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1 Quoted by F. Broman in the CD booklet
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Saxophone’, CD B15 (1994).
2 Rascher’s work on this was highly influential
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Lang, Altissimo Register [1971]; Jean-Marie
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10 Midi wind instruments
1 Quoted in John Walters, ‘A History of Wind
Synthesizers’, Sound on Sound, 2/11 (September
1987), p. 36.

11 Teaching the saxophone
1 The importance of improvisation studies is
to be found not only in the development of
skills for those choosing the route of jazz and
popular music, but in the broadening of
listening skills and interpretation options for
musicians working within a classical context.
Free, intuitive improvisation, as in free jazz or
in From the Seven Days by Stockhausen, is a very
valuable experience, aspects of which can be
introduced at any level. For pure development
of analytical improvising skills, however,
restricting tuition to accepted jazz and popular
styles is recommended as an introduction.
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Improvising on pentatonic blues scales, using
simple note cells over a static harmony and then
over a blues progression, and in question and
answer format within a group, can be very
effective and endlessly variable. The pentatonic
scale leads neatly to the Dorian scale which,
when combined with the Mixolydian and major
scales, forms the basis of the II–V–I harmonic
progression, of fundamental importance in jazz

structures. This stage of development can be
achieved quite quickly by a responsive student,
and provides access to the skill of improvising
on standard thirty-two-bar chord progressions.
Beyond this, a lifetime’s study beckons for the
specialist, but the beauty of basic improvisation
studies is a quite clear expansion of musical
listening and response, along with a creative
confidence which may be utilised in any idiom.
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