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When you look closely at old photos of traditional jazz bands and jazz clarinetists, you can see that the B-wood clarinets shown are very often Albert clarinets by Henri Selmer from Paris. French Selmer clarinets had a reputation similar to that of Mercedes-Benz among cars - best product with the highest level of craftsmanship - which is why they were particularly popular and sought after by jazz clarinettists, even though the prices were in the highest price segment. Selmer Clarinets were very expensive and therefore not easily affordable, especially for some of the jazz clarinettists in New Orleans who were just making a living from their music. And so it comes as no surprise that George Lewis (1900-1968), who was called "King of (the) New Orleans (clarinet)" in the 1960s, was only granted it in his last decade, a Selmer wooden clarinet in the Albert system to play. It was a more or less used Selmer, which once belonged to the famous New Orleans jazz clarinetist Jimmie Noone (1895-1944), who had received it from Paris. The clarinet therefore bears the round company logos (wreath with the manufacturer's name on all sections), the serial number (L2394) and the RI marking (reference to a "radio improved" hole) and the additional engraving "Presented to Jimmie Noone", as I once did the English clarinetist and director of the Panama Jazz Kings Gordon Hunt (born 1938) said. Incidentally, this Selmer clarinet by George Lewis, originally owned by Jimmie Noone, is now in Osaka, Japan with the George Lewis student Ryoichi Kawai (born 1940) after his death. Because of the slightly larger finger holes and slightly larger finger hole distances - both have the Pedler Albert metal clarinets - Ryoichi, due to his smaller hands, plays this clarinet quite rarely and prefers a buffet Albert clarinet, as it is sometimes used by other jazz clarinettists was played. For example, George Lewis played a buffet Albert clarinet in the mid to late 1940s, and his clarinet colleague Edmond Hall (1901-1967) even played a buffet in the full Albert system in his last decades after having previously played for short Time a Selmer model similar to that played by George Lewis.




George Lewis with his Selmer Albert clarinet in 1966 in the Preservation Hall and in front of this institution set up to preserve New Orleans Jazz with the Billie & De De Pierces Preservation Hall Jazz Band. The musicians to the right of George Lewis are the cornetist and singer De De Pierce (1904-1973), the pianist, singer and De Des's wife Billie Pierce (1907-1974), the drummer Cie Frazier (1904-1985), the trombonist Louis Nelson (1902 - April 1990) and bassist Chester Zardis (1900 - August 1990). The photo is accidental: the musicians pictured died in the order from left to right. When I once pointed this out to the English clarinettist Chris Burke (b. 1936), who emigrated to New Orleans, he jokingly said that in the future he would never be in the place of George Lewis but in the place of Chester Zardis when taking band photos…




So Jimmie Noone, the previous owner of George Lewis' Selmer, hardly ever played the so-called "plain" Albert clarinet, which has four rings and three trill flaps on the side, because he is with a Selmer in all the photos he has "Full" Albert system with six rings, four trill flaps on the side, articulated Gis "flap with Fis" / Gis "trill and an Es" lifter, as shown in the photo on the right.

Both clarinets already had the arrangement of the lower E-key that had become the main identification feature for Albert clarinets from Selmer: it was moved from the left to the right side of the instrument below the C “-Cis” double keys (“3 in a row”) and is therefore often confused with the additional key to improve the H '/ C sharp “trill or sometimes with the low- flat key, which is rarely found on Albert clarinets. The photo below shows such a Selmer Albert clarinet in Bb with a low Eb key and the E key on the usual left side. The fact that the bottom flap cannot be an E flap shifted to the right is evident from the fact that the distance to the C ”or F flap is twice as large (from Es to E and F there are two semitones in total ) and of course by the third pusher below the C “pusher and the presence of the electric flap on the left side. The Danish clarinettist Jesper Capion Larsen (born 1967) prefers this Selmer Albert clarinet with four rings, three trill keys, Es “-lift and low-Es-flap with the old oval company logo over his other, without low-Es- But flap with five rings, four trill flaps on the side, Gis "and Es" lifters equipped Selmer. He accepts the higher weight, which is due to the downward extension of the sound tube compared to a "normal" B-flat clarinet.  
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Earlier Selmer Albert clarinets always had the E-key on the left side. Such a Selmer played in the full Albert system Johnny Dodds (1892-1940) in 1923 in the Creole Jazz Band of the cornetist King Oliver (1881-1938) and in 1925/27 with the Hot 5/7 by trumpeter Louis Armstrong (1901? - 1971), see photo on the left. Johnny Dodds' Selmer was also a model, so to speak, when an Albert clarinet was painted on the outer facade of the Holiday Inn Hotel in Downtown New Orleans in the mid-1990s, see photo on the right. This painting, which stretches over 15 floors, is intended not only to emphasize the connection between the city and jazz, but also its role in the development of jazz, because “Jazz was born in New Orleans”. The woodwind in particular is pleased that the motif of a trumpet or cornet was not chosen for the giant painting, although jazz is more associated with this (brass) wind instrument, because the first jazz musician is said to be the cornetist Buddy Bolden (1877-1931) be. However, the Albert clarinet motif takes into account the special importance of the woodwind tradition in New Orleans and ultimately also that of the Selmer clarinets. Almost an incorrect clarinet model would have been installed, because the design published in "Mississippi Rag" contained a Boehm clarinet, that is, a clarinet in the handle system that is actually unusual for New Orleans Jazz. Australian clarinetist Barry Wratten (b. 1946), who was living in New Orleans at the time, tried to correct it in time after I pointed it out to him.




Sidney Bechet (1897-1959), who became world famous with a gold-plated Buescher soprano saxophone, also occasionally played a Selmer Albert clarinet. As the photo below shows, in this full Albert model, the duodezim flap is straight and not curved like a "swan neck". Wooden clarinets in the Albert system were mainly equipped with a curved duodezim flap, the so-called "wrap-around register key".
 

 
Other New Orleans jazz clarinettists who played Selmer Albert clarinets were Barney Bigard (1906-1980), Omer Simeon (1902-1959) and Irving Fazola (1912-1949), who was actually called Irving Prestopnik and had ancestors in Slovenia. Faz's nickname "Fazola" (or Fasola) goes back to the scale syllables / solmization (Do-Re-Mi) Fa-So-La (-Ti-Do). 
Barney Bigard, who was a member of Duke Ellington's Big Band (1899-1974), played one of his Selmer Albert clarinets in 1947 in the film "New Orleans" in which, among other things, the singer Billie Holiday (1915-1959), the trombonist Kid Ory (1886-1973) and as a cornet artist Louis Armstrong - see photo on the right. One of Bigard's Selmer Albert clarinets, equipped with five rings, four trill flaps on the side, a Gis “and Eb” siphon, came into the possession of the English clarinetist Chris Blount (1940-1998) in 1989 (see Sonic 5.2013, page 36) ). The instrument is now in my collection, restored to its original state, because Chris had - in order to make the clarinet of the Selmer from George Lewis, his teacher, more similar - removed the fourth trill key and the Eb "lever.







Omer Simeon was the 
clarinetist of his Red Hot Peppers 1926, preferred by the piano player Jelly Roll Morton (1885-1941). In the 1950s 
, Omer then played his Selmer full-Albert clarinet in the "New" New Orleans 
Band by trombonist Wilbur de Paris (1900-1973) - see photo on the left.
 
Initially, New Orleans also played Albert Nicholas (1900-1973), Willie Humphrey (1900-1994) and Louis Cottrell jr. (1911-1978) Albert clarinets by Selmer. The latter two later discovered their preference for Albert clarinets by Penzel-Mueller (see Sonic 6, 2013, page 59).  
   





Another clarinettist from New Orleans who at times played a Selmer, but in a simple system without roles on the small finger flaps , was Raymond Burke (1904-1986) - see photo on the left. 
Alexandre Stellio (1885-1936) from the Caribbean island of Martinique, as Barry Wratten told me, also played such a simple Selmer Albert clarinet in his Orchester Crêole Antilles.




Albert Nicholas, pictured on the left with his Selmer full Albert clarinet together with Sidney Bechet and his Buescher soprano saxophone, switched to a Boehm clarinet by Selmer after he had further developed his playing style and the more modern grip system seemed more helpful to him. He later had the flaps of his Boehm clarinet gilded.
 

 
Selmer Boehm clarinets were also played by Chicago-style Mezz Mezzrow (1899-1972), who preferred a full Boehm with deep-flat key, and of course "King of Swing" Benny Goodman (1909-1986) . According to Thomas Reichle (Die Holzbläser Berlin), Goodman switched to a Boehm clarinet from Buffet in his last years in which he played a CT model. I do not want to mention other musicians playing Selmer Boehm clarinets in the styles of traditional jazz newly developed after New Orleans Jazz, because in this article I focused on Selmer clarinets in the Albert system, which is why I also deal with Selmer Boehm clarinets from the Balanced Tone (BT) and Centered Tone (CT) models of the late 1930s and 1950s were omitted.

Selmer Albert clarinets are now particularly sought after by young clarinettists who are committed to old jazz. In particular, Albert clarinets with fewer keys are now difficult to find, despite their earlier relatively widespread use, and are therefore expensive - this also applies to the "plain" Albert clarinets offered cheaper by Selmer under the "Sterling" brand in the 1930s, which, however, were of the same quality as the instruments bearing the original Selmer logo. Selmer built Albert clarinets, like Boehm clarinets at the time, in the K series between 1920 and 1930 (the letter K precedes the serial number), in the L series between 1931 and 1939 and then until the mid-1940s in the M Series that also ended the production of Albert clarinets at Selmer. Between the mid-1920s and 1930s, Selmer clarinets left the Paris workshop without the addition of letters. The Albert and Boehm metal clarinets from Selmer and also the "Sterling" models in the Albert and Boehm system in wood and metal also had four-digit serial numbers without leading letters.

In addition to their good intonation and beautiful tone, Selmer Albert clarinets are characterized by a loud, penetrating sound, which is particularly desirable for jazz clarinettists, especially when playing without a microphone in order to be able to stand up to the trumpet or trombone. I have always found it bad when in a jazz band, a wind or other orchestra clarinets are literally pressed against the wall through the metal in terms of volume - a balanced acoustic balance is always important to me.   




Selmer favored a size of mostly 15 mm when drilling his Albert clarinets (few Selmer Albert clarinets had a 14.8 bore, but there were also those with a bore of 15.2 mm). In my collection there are two interesting B clarinets - see photo above - that do not differ in the bore (also that of the individual tone holes), in the arrangement of the tone holes and apart from small nuances in the design of the key: they are Selmer Albert wooden clarinet (# K4320) and a rare, because two-part Pedler Albert metal clarinet (# 6235). The fact that both sound equally beautiful and powerful added to my question whether the Selmer Albert wood clarinet is a copy of the Pedler Albert metal clarinet in wood or the Pedler is a copy in metal of the Selmer. This is reinforced by the arrangement of the axis of the upper glasses. Selmer attached them to the trill flaps on the sides like pedlers. That this arrangement corresponds to that of the Boehm clarinets must have irritated Manfred Hammerschmidt when I visited the company Karl Hammerschmidt & Sons in Burgau / Swabia in 1992 together with Chris Blount and Chris also gave him his Hammerschmidt (Wiener Model No. 14) formerly owned by Barney Bigard. Manfred Hammerschmidt could not be dissuaded from referring to the Selmer Albert shown to him as the Boehm clarinet because of the axis of the glasses of the top piece, as on the right with Boehm clarinets.

One more note about the similarities between a Selmer wood and Pedler Albert metal clarinet in the form of a question: Did George Lewis feel back in time when playing his Selmer Albert wood clarinet when he and his Pedler Albert metal clarinet (see Sonic 2.2013, pages 44-47) in the Bunk Johnson Band shone…?

Description of the Selmer B clarinets from my collection shown in the following photo, all tuned in A = 440 (Bb low pitch tuning), from left to right from bottom to top:

1. simple system with 4 rings, 3 side trills, small finger flaps without wheels, curved duodezim flap and e-flap on the left side (# 4598). Such a model was played by Raymond Burke and Alexandre Stellio.

2. Albert system with 4 rings, 3 side trills, 4 rollers, curved duodezim flap and e-flap on the left side (# 6630). 

3. Full Albert system with 6 rings, 4 side trills, 4 rollers, Fis “/ Gis“ trills, Es “lifters, curved duodecim flap and E-flap on the left side (# K5160). Such a model was played by Johnny Dodds, Irving Fazola and Omer Simeon in the 1920s. It also served as a template for the giant painting on the exterior facade of the Holiday Inn Hotel in New Orleans.

4. Fully Albert system as before, but with straight duodezim flap (# K4338). At times such a model was played by Omer Simeon.

5. Albert system with 5 rings, 4 side trills, 4 rollers, Fis “/ Gis“ trills, Es “lifters, curved duo-decimate flap and E-flap on the left side. The third lower flap on the right-hand side serves to improve the H '/ Cis “trill, so it is not an E-flap placed to the right (# 7150).

6. Albert system with 5 rings, 4 side trills, 4 rollers, Gis "and Es" lifters, curved duo-decimate flap and E-flap on the right side. This clarinet was owned by Barney Bigard and Chris Blount (# K9737).

7. Albert system with 4 rings, 3 side trills, 4 rollers, curved duodezim flap and e-flap on the right side (# L2417). George Lewis played such a model, equipped with a pear that could be adjusted in length using a knurled screw. He often used a Leblanc ligature, which is why it was often said that he also played a Leblanc Albert clarinet, which was never the case. Rather, George Lewis had liked the punched-out L, which he saw as his signum.

8. Full Albert system with 6 rings, 4 side trills, 4 rollers, Fis “/ Gis“ trills, Es “lifters, curved duodecim flap and E-flap on the right side (# L3113). Such a model was played by Jimmie Noone, Barney Bigard and later Johnny Dodds and Irving Fazola.

9. Fully Albert system as before, but with straight duodezim flap (# M6708). At times such a model was played by Barney Bigard, Sidney Bechet and formerly Albert Nicholas.

10. Full Albert system as before, but with a curved duodezim key and low-flat key, which gives the instrument the range of an A clarinet (# K3324). 

11. Voll-Boehm system with straight duodecim key and low-flat key, which gives the instrument the range of an A clarinet. Mezz Mezzrow played such a model.

12. Full Boehm system (# K9692). Benny Goodman played such a model at times.
 





 

 

 

