sfficial jowrmal of the american federation of musicians of the united states and canada

: RS 1L P
. T
“~r S o, i

| December, 1349

International Musician

published in the interest of music and musicians




accordiana

1975 Mo stears

FEDERAL TAX INCLUDED

JUUNCES THE FINEST
IMPORTED ACCORDION MONEY CAN BUY

The ultimate in imported accordions. featuring Accordiana’s exclusive Exitone sound
chamber and a wide range of tone effects both in treble and bass. Also many other ad-
vantages found in no other imported aceordion regardless of price. Write for free folder
and name of nearest dealer. Excelsior, 333 Sixth Avenue, New York 14. In Canada,

P. Marrazza, Inc., Montreal.

—
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10 AUTOMATIC TONE SELECTORS

Each treble selector gives a distinctive
tone effect. automatically cancels the
one previously used. Master shift on
edge of kevboard. Tone effects include
bassoon. flute. standard accordion. organ,
alto clarinet. melodion, oboe, violin,
concertina and piccolo.

OTHER SPECIFICATIONS — Full size, standard 120-bass; 41 treble keys. Four sets treble reeds, five sets bass.

FOUR AUTOMATIC BASS SHIFTS

The de luxe Accordiana provides auto-
matic, direct action change of bass har-
mony in four ranges— low, full accor-
dion. medium and high. A complete
range of distinctive tone effects!

EXCLUSIVE EXITONE SOUND CHAMBER

Produces organ-like. powerful tone that
blends perfectly with orchestral ensem-
bles. Double valves operate both
the regular and sound chamber valie
plates. Exclusive design gives vou this
wonderful feature without increasing
size of the accordion.
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(4 - . BILL HARRIS

(and his Conn 6H trombone)
CONSISTENT POLL WINNERS!

1st place METRONOME — 3rd straight year
Ist place DOWN BEAT—4th straight year

) The fine Woody Herman band has a truly great trombone
" section . . .solid Conn ... with national poll winner Bill
Harris as featured soloist and fellow artists Earl Swope and
Ollie Wilson. Bill Harris says, “This new Conn 6H of

mine is the greatest!”

Visit your Conn dealer today. See for yourself what makes

these new Conns the “Choice of the Artists.”

CONN BAND INSTRUMENT DIVISION
C. G. CONN, LTD., 1223 CONN BUILDING, ELKHART, INDIANA

Send 10c to CONN for auto-
graphed photo of WOODY
and BILL — or SECTION.

WOODY HERMAN 100% CONN
TROMBONE SECTION

One of today’s most exciting trombone sections is this
Woody Herman group. Left to right, with their Conn
trombones are: OLLIE WILSON (78H), BILL HARRIS
(6H) and EARL SWOPE (GH).

WORLD'S LARGEST MANUFACTURER OF BAND INSTRUMENTS



MADE FROM

ONLY THE FINEST

SELECTED IMPORTED FRENCH CANE

PRICE LIST

Outplqys, Outlasts
Any Other Reed

BOX OF 12 BOX OF 25
Bb CLARINET — $2.94 —— $6.00
ALTO SAX. —— $4.08 ——— $8.25
TENOR SAX.____ $5.28 _____$10.74
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Artist

Pleose send me the following Mosterpiece reeds: °

ENT.....

o STRENGTH VW2 2 2% 3 3N

s Remiltonce enclosed

o Send Hlustroted Literoture

® YOUR DEALER « ¢ ¢ ¢ ¢t et et ot vt e vnnnosonnnn

® o o o o o ¢ 0 »

ADDRESS: FARMCO, 3050 Webster Ave., New York 67, N, Y.

Ship C.0.D.

BETTER MUSIC DEALERS HAVE
THIS MOST WANTED REED

Our production capacity, top craftsmen, and access
to the cream of French cane, assure you of superb
quality and supply. Every Masterpiece reed is guar-
anteed to be made by us in our modern factory,
under the personal supervision of Mario Maccaferri.
The World's Finest Reed is now better than ever!

ASK YOUR DEALER TODAY

or send us coupon at left
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Symphonic Sidelights

SPECIAL CONCERTS

HE TULSA Philharmonic presented two children’s concerts on

November 22nd, the first at 1 P. M. for ffth and sixth-grade

students and the second at 3 P. M. for junior and senior high school
qudents.  Some 3.600 students heard the concerts which were conducted
by H. Arthur Brown . . . The opening Winter Pop Coneert of the Butfalo
Phitharmonic Orchestra, directed
by its new assistant conductor,
Henry Aaron, consisted of works
by Vicnnesc composers . . . The
Minneapolis Symphony Orchestra
will lend especial significance to
the Christmas season with a com-
plete  performance  of  Handel's
“Messiah,” on December 22nd . ..
A special Christmas concert by
the Inglewood (California) Sym-
phony includes a performance of
Prokofiev's “Peter and the \Wolf”
...\ "Drive-In Pops.” presented
by the Austin (Texas) Symphony
Orchestra, November 13th, was
held in the town’s Drive-In Thea-
tre. The price of admission was
$1.50 per car, wagon or mule train.
After parking a convevance in the
stalls used for the movic perform-
ances. occupiants hooked up to
individual loudspeakers to hear Sibelius’ “Finiandia,” Bizet's "L Arlesienne
Suite No. 27 and Strauss” “Emperor Waliz.” Carrying out the note of
informality, the orchestra was attired in blue jeans . . . The Roval Con-
scrvatory Symphony Orchestra of Toronto gave the first of its new chil-
dren’s programs October 15th. These are designed as group-participation
sessions for children aged six to 1welve ... The newly arganized Clarks-
burg Svmphony Orchestra, under the direction of Eugene Jose Singer,
performed Handel's “Messiah™ ac its Decembper Sth comeert .. Holst's
“Christmas Dav” will be presented at the Nashville Symphony’s Christ-
mas program December 20th . . . In a concert November 13th, sponsored
by the Recording and Transcription Fund, The Litle Symphony of
Worcester, Massachuscts, presented Dittersdorf, Mozart and Schubert
symphonies as well as works by the Airerican composers Anderson
and Gould.

Eugene Jose Singer

SOLOISTS

Rudolf Firkusny was soloist with the Dullas Symphony Orchestra on
November 20th. He gave the first performance anywhere of Bohuslav
Martinu's Concerto No. 3 for Piano and Orchestra.  The orchestra’s new

conductor is Walter Hendl . . .
" Rachmaninott’s PPiano  Concerto
No. 2 was presented by Joseph
Batdsta as soloist with Tulsa Phil-
harmonic Oschestra (H. Arthur
Brown. conducter) at their open-
ing concert this fall .. . Jesus
Maria Sanroma was another pian-
ist to fgure in the November
concerts. He plaved the Tchai-
kovskv Concerto in B flat minor
with the Duluth Symphony Or-
chestra on November 18th . . .
Jacques .Abram was piano soloist
with the New York Philharmonic-
Symphony November 26th. giving
the Britten Piano Conccrto its first
performance in America . . . Violin
solotst with the Minneapolis Sym-
phony Orchestra in its November
11th concert was Rafael Druian,
until recently concerr master of
the Dallas Symphony Orchestra and now serving in that capacity with the
Minneapolis Symphony . . . Rudolf Serkin played Brahms™ Second Piano

Rudolf Firkusny
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OTTO LINK

ANNOUNCES THE NEW

THaster
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x *

THE MOUTHPIECE CHOICE
OF THE Satogéone Stars
THROUGHOUT THE WORLD

AVAILABLE IN ALTO
TENOR AND BARITONE

ACTUAL SIZE TENOR SHOWN

WITH THESE EXCLUSIVE FEATURES
* NEW DESIGN
* NEW PROPORTIONS

* NEW REVELATION TONE
CHAMBER

* NEW COMFORT HARD
RUBBER LIP REST

MADE OF BELL METAL — GOLD PLATED — EQUIPPED
WITH SINGLE SCREW LIGATURE, REED AND CAP

“LINK’” MOUTHPIECES ARE USED BY MORE TOP NOTCH
ARTISTS THROUGHOUT THE WORLD THAN ANY OTHER MAKE

Vido Musso Hub Lytle
Artie Drelinger Mario Rollo
Buddy Tate Ernie White
Earl Bostic Paul Bascomb
Joe Thomas Josh Jackson
Dexter Gordon James Moody
George Auld Chuck Gentry
Sam Donahue Al Sears
Charlie Parker Johnny Mince
Andy Brown Peanuts Hucko
Arthur Rollini Robert Ashton
Foots Thomas Jim Tyler

linois Jacquet
Flip Phillips
Coleman Hawkins
Ben Webster
Lester Young
Freddy Martin
Don Byas
Corky Corcoran
Dave Matthews
Babe Rusin
Charlie Barnet
Jerry Jerome

AND MANY OTHERS TOO NUMEROUS TO MENTION
7W THE ““SUPER” TONE MASTER
AT YOUR FAVORITE DEALER

WRITE FOR NEW DESCRIPTIVE FOLDER
DEPT.)

OTTO LINK CO.

117 WEST 48TH STREET NEW YORK 19, N. Y. |
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Concerto in B flat. major with the
Cleveland Orchestra, George Szell
conducting, at the concerts of No-
vember 24th and 26th . . . E. Power
Biggs was the guest organist when
Handel's Concerto for Organ and
Orchestra  was prescnted by the
Evansville (Indana) Philharmonic
Orchestra November 7th.  George
Dasch is the orchestra’s conductor
. .. The January 10-11 concerts of

the Eric Philharmonic  Orchestra
will feature Marjoric Bernstein, con-
cert mistress, and Dr. Herbert Neu-
rath, Assistant Conductor. in the
Mozart Symphony Concertante . . .
Wanda Landowska was harpsichord
soioist with the New York Philhar-
monic-Symphony November 17th
and 18th. She was heard in Pou-
lenc’s Concert Champetre for Harp-
sichord and Orchestra . . . When

she sings with the New Jersey Sym-
phony in February Maria Jeritza
will introduce two songs dedicated
to her by Richard Strauss . . . Donna
Grescoe was violin soloist with the
Town of Babylon Symphony Or
chestza at its concert December 9th
in Lindenhurst, Long Island . . .
Adolphe Menjou was narrator in
Prokofiev’s “Peter and the Wolf”
when it was performed by the San

The new D][E Super-20 saxophone
with sterling silver bell

Jimmy admires it!

Jitnmy plays it!

makes a “HIT" with-

Jimmy loves it!

KING TRIUMPHS AGAIN!

The sterling silver bell is an exclusive King feature — tested and proved
for superior tone quality, carrying power and flexibility.

For many years King comets, trumpets and trombones with silver bell
have been extremely popular. This “Sterling” feature is now optional
at a moderate additional cost on the new King Super-20 Saxophones.

For further irformation and address of your nearest King dealer write to Dept, S

THE woR Lo FINEST

Jhe H.N. WHITE Co.

THE wo gy FINEST

Band and Orchestra Instruments

5225 SUPERIOR

AV E

CLEVELAND,

oHIO

Antonio Symphony Orchestra No-
vember 26th.

NEW WORKS AND REVIVALS

Norman Dello Joio’s new Concer-
tante for Clarinet and Orchestra was
played with Artie Shaw as soloist
with the Dayton Philharmonic Or-
chestra November 3rd. On Decem-
ber 18th Mr. Shaw will play it with
the Cleveland Orchestra . . . A local
premiere, Gretry’s Six Dances from
“La Rosiere Republicaine™ was pre-
sented by the Charleston Symphony
Orchestra, Antonio Modarelli con-

Norman Dello Joio

ductor, at their opening concert . . .
George Szell revived “Overture to
a Drama”™ by the Cleveland com-
poser, Arthur Shepherd, at the con-
cert of the Cleveland Orchestra
December Ist . .. The Babylon Sym-
phony Orchestra (town of Babylon,
Long Island) will give the first per-
formance of Felix Deyo's “Lyric

Symphony™ on December 8th in
Lindenhurst High School Audi-
torium.

FAR AFIELD

Howard Shanet. young American
conductor on the music faculty of
Hunter College. will be assistant to
Dr. Serge Koussevitzky on the lat-
ter's tour of Cuba, Israel, Italy, Bel-
gium and France extending from
January to June, 1950 . . . For the
first time in the annals of French
music an American Negro led the
major  symphonic  orchestras  of
France when the well-known con-
ductor, Dean Dixon, initiated a
series of threc concerts in Paris
December Sth. On that date he
directed the Radio Symphonique
Orchestra. and on December 13th
the Paris Conscrvatory Orchestra at
the Sallc Plevel.  For the third con-
cert he will lcad the Orchestra
Nationale under the auspices of the

Socicty for Forgotten Music. This
will take place shortly before
Christmas.

INTERNATIONAL MUSICIAN



Affairs of the Federation

For the Information
of All Members:

This is the second notice in reference
to the American Guild of Variety Artists.
The first was printed in the International
Musician and published repeatedly for
several months, Kindly read the follow-
ing very carefully:

The policy of the American Federation
of Musicians in regard to the American
Guild of Variety Artists, who saw fit to
raid our membership, is that no member
of the American Federation of Musicians
is permitted to join AGVA, regardless of
the fact that in addition to his services as
an instrumental musician, he may per-
form as a singer, comedian, dancer, etc.
This also includes musicians who act as
masters of ceremonies introducing acts,
etc.,, before an orchestra. We consider
him an instrumentalist and he should
only belong to the American Federation
of Musicians, and no other organization.
If he does not play an instrument in a
show, then the Federation makes no claim

to his membership, even though many
actors in the past few weeks have shown
their desire to join the A. F. of M.

In simple language, the above means
that no member of the American Federa-
tion of Musicians is permitted to join or
to remain a member of AGVA.

Further, all members of the American
Federation of Musicians are hereby given
notice to resign from the American Guild
of Variety Artists immediately., We know
the musicians who already belong to
AGVA, and copies of their resignations
must be sent to the President’s office at
570 Lexington Avenue, New York City.
Failure to resign will be considered suf-
ficient reason for their suspension from
the American Federation of Musicians.

No member of the Federation will lose
work by. not belonging to AGVA. I
met with a large representative group of
booking agents in my New York office on
August 31, 1949. I clearly informed them
of the Federation’s position. These agents
were told that the Federation will not
tolerate any discrimination against any
instrumentalist who sings, dances, ete., if
they are not members of AGVA.

It is up to every officer and member to
advise all new members immediately upon
joining the Federation that they must not
join any other organization unless they
have the approval of their local officers.
Just asking if they belong to AGVA means
nothing. Many booking agencies have
been business agents for AGVA. By this
I mean that some booking agents have
insisted that a musician who plays an
instrument and also sings or dances must
join AGVA. The Federation cannot ap-
prove of the practice of booking agencles
which act as business agents for AGVA
and force instrumentalists to join that
organization. Please advise my office of
any booking agencies which attempt to
continue this practice. Then the Federa-
tion will have no alternative but to revoke
their license. I also ask that each local
send a copy of this communication to the
booking agents in its jurisdiction.

It must be further understood that the
regular Federation contract must be used
for all engagements employing members
of the Federation.

JAMES C. PETRILLO,

President, A. F. of M.

Resolutions Referred to President Petrillo
for Action at the Convention Last Summer

Resolution No. 33

WHEREAS, The “Code of Ethics” as adopted
jointly by the Music Educators National Con-
ference, the American Association of School
Administrators and the American Federation
of Musicians, has greatly facilitated the Locals
in combating the use of school bands and or-
chestras in non-scholastic activities, and

WHEREAS, At present the Code is renew-
able annually, necessitating the printing of it
each year due to the changing of the date in
the last paragraph, and

WHEREAS, It is up for renewal in July, 1949,
therefore,

BE IT RESOLVED, That President James C.
Petrillo take under advisement the placing of
the “Code of Ethics” in force and effect for a
period of five (5) years, with a proviso that the
aforementioned groups may come together for
the purpose of revision if the necessity arises.

The Federation would like to reserve the right
to change or improve the Code of Ethics if
deemed advisable. Therefore, we prefer to con-
tinue the Code indefinitely rather than be com-
mitted to a five-year period. If some time in
the future we find it more advantageous to sign
for a five-year period, we shall do so.

Resolution No. 36

WHEREAS, Many traveling band leaders do
not contact the local secretary upon arrival, and
WHEREAS, Their usual excuse is that they
d not have the name and address of the local
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secretary and do not know how to communi-
cate with him, therefore,

BE IT RESOLVED, That all licensed bookers
be instructed by the Federation to put the name,
address and telephone number of the local sec-
retary on all copies of contracts sent to the
leader of the band playing the engagement,

International Musician
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No action by the President’s office was neces-
sary on the above resolution, inasmuch as the
subject matter thereof was disposed of through
the adoption of Resolution 70 by the Convention.

Resolution No. 81

WHEREAS, In many of the smaller Locals a
haphazard method of bookkeeping is used,

WHEREAS, Article 2, Section 1 of the Con-
stitution and By-laws fequires Local secretaries
and or any person handling funds of the Local
and Federation to be bonded, and

WHEREAS, Many members elected to these
offices have no knowledge of bookkeeping,
therefore,

BE IT RESOLVED, That the Federation
shall set up a simplified yet adequate bookkeep-
ing system for use by Locals of 300 or less, and

BE IT FURTHER RESOLVED, That for
the protection of these Local secretaries or any
other person handling funds, no Local of 300
members or less shall be permitted to use any
other form of bookkeeping system, and

BE IT FURTHER RESOLVED, That the
Federation shall furnish these books at cost to
the Local.

This resolution has been referred by the
President to Treasurer Steeper. The Treasurer
will publish his full report in the International
Musician.

(Continued on page nine)
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BRILLIANT MELﬂBY

from France
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ENGLISH HORN

ad OBOF

The haunting echo of the Oboe, the
mellow song of the English Horn find
supreme expression in these two by

MARTIN FRERES.

With 200 years of woodwind experience be-
hind them these French masters know how
to combine the finest grenadilla wood with
nickel silver to produce delicately balanced,
faultlessly adjusted instruments,

The English Horn: Full Conservatory System with
automatic octave key, F resonance key. The Oboe:
Full Conservatory System (20 key, 6 ring) with F
resonunce key, Eb and G2 tril keys. Both Plateaux.

ageleisen &dJacobson, /ne.

1ON SQUARE, NEW YORK 3, NEW YORK
Sole distributors for MARTIN FRERES U.S. & Canada

BUEGELEISEN & JACOBSON, INC.
5-7-9 Union Squore, New York 3, N. Y,
Please send me FREE Dept.

[J MARTIN FRERES Woodwind Catalog

Narie.

Address ..

City

Dealer...........coooiiiiii e Address. ..

~ OTHER B & 3 PRODUCTS: Bertini Piano Accordions * Rene Duval qu
" Laberte Stringed lnstwmaM“&ﬁn _Freres Woodwinds © Serénod

VR

m winds * Mare
stromients * S. rt-Guitars
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RESOLUTIONS

(Continued from Page Seven)
Resolution No. 32

WHEREAS, The amount of rental for our
three offices equals $17,349.96 per year, and

WHEREAS, Many of the Locals have
wrestled with this problem locally and some
have found it advantageous to own a building
of their own, and

WHEREAS, Added prestige is obtained by
having permanent, self-owned headquarters, and

WHEREAS, Other incidental expenses such
as telephone, telegraph, postage, traveling ex-
pense, office supplies arc greater when three
separate offices are maintained, and

WHEREAS, A resolution to consolidate the
three offices in one location has been introduced
and considered by last year's Convention, and

WHEREAS, A study of the financial state-
ment and suggestions that Convention costs be
curtailed, indicates that all possible retrenchment
on expenditures should be instituted, therefore,

BE IT RESOLVED, That a study of the
feasibility of building or purchasing a building
to house our national headquarters in the most
desirable city be made, and that this study be
made by a committee appointed by the Presi-
dent, because he is in the best position to visual-
ize our needs, and,

BE IT FURTHER RESOLVED, That this
committee report its findings to the next Con-
vention.

Resolution No. 43

WHEREAS, It is the ambition of every Local
of this Federation to either purchase or construct
a building in which to establish permanent
headquarters for their offices and also for meet-
ing place for their membership both for busi-
ness and entertainment purposes.

WHEREAS, Many Locals have achieved this
goal either through their own initiative and
choice—others being forced to do so due to
being evicted from rented quarters, desiring
additional or more adequate space or other
reasons perhaps beyond their control.

WHEREAS, This Federation is now over
fifty years old and it could be described as one
*“without a home.”

WHEREAS, All exccutive and administrative
offices comprising the parent organization are

situated in three separated localities, i. e, New
York, Newark and Boston—all are housed in
costly rented space. The security of these execu-
tive quarters possibly is by lease, the termina-
tion of which can or could possibly be effected
by certain legal procedure or transfer of owner-
ship.

WHEREAS, The Federation is continually
growing both in membership and the problems
affecting this increased membership and the
music profession are becoming more diversified.
This expansion demands more supervision and
will no doubt continue to increase. Additional
facilitics were recently acquired to house the
Supervisory Staff of the Recording and Tran-
scription Fund. These added quarters are now
isolated from the President’s headquarters.

WHEREAS, It is generally accepted that
separation of Executive and Administratuve
forces is not conducive to economical and effi-
cient operation.

WHEREAS, The purpose of this resolution

=3
Secretary Leo Cluesmann and (right) Treas-
urer Harry J. Steeper congratulating each

other on the breaking of the ground for the
new building.

is to recommend that “ground work” legisla-
tion be enacted for the American Federation of
Musicians to become a “Home Owner” either
through purchase or construction of a suitable
building that will provide adequate and
modern facilities for all Executive, Administra-
tive Office, staffs, conference rooms, etc. Such
a building that will indicate the stability of
this Federation and an everlasting monument
to the founder and President for fifty years, Joe
N. Weber, and our now great President James
C. Petrillo.

WHEREAS, Many advantages as well as dis-
advantages will present themselves in a venture
of this magnitude but certainly when a thorough
analysis is completed the advantages will be in
the majority and the savings attractive. There-
fore, ’

BE IT RESOLVED, That the President be
authorized to appoint and establish a *Building
Committee” composed of the President, Secre-
tary, Treasurer and three (3) additional mem-
bers approved by the Executive Board.

The duties of said Committee will be to con-
duct a complete survey of space and facilities
required to house all Executive and Adminis-
trative offices and staffs, the possible savings
that could be effected by consolidation and cen-
tralization of these offices and staffs, advantages
or disadvantages found in their investigation and
other details pertinent to the subject.

Committee’s report to be submitted to the
President and Executive Board for perusal and
approval.

Complete report to be submitted to the next
Convention.

Committee with approval of Executive Board
to be empowered to enter into an option agree-
ment should an offer present itself prior to the
next Convention.

No final purchase or action to be taken with-
out approval of a Convention.

Resolutions 32 and 43 are
gether.

The Committee recommends referring them
to President Petrillo.

The report of the Committee is adopted.

Action on the above resolutions was reported
in complete detail in the minutes of the last
meeting of the International Executive Board.
on page 30 of the November, 1949, issue of the
International Musician.

considered to-

NEW OFFICE FOR SECRETARY AND TREASURER

At the Chicago Convention in
1944 the Finance Committee in-
cluded in its report a recommenda-
tion that the International Execu-
tive Board consider the feasibility
of housing the office of the Treas-
urer with that of the Secretary. Due
to building conditions and the lack
of available office space, it was not
possible to comply with the recom-
mendation until the present time.

A two-story building is now being
constructed at the corner of Mt
Pleasant Avenue and Gouverneur
Street in Newark, N. J. The build-
ing—covering 50 by 80 feet—will
be completely air-conditioned and
air-lighted on all sides. Secretary
Cluesmann’s office will be on the

DECEMBER. 1949

first floor and Treasurer Steeper's
on the second.

The plans were drawn up by
William E. Lehman, architect, of
the city of Newark.

It is expected the building will
be ready for occupancy approxi-
mately on April Ist, 1950.

The photograph at the left shows
Secretary Leo Cluesmann and Treas-
urer Harry J. Steeper breaking
ground for the new building. At
their left is Jack Lowe, building
contractor; behind them (left) Fred
Breidenbach, realtor, and (right)
William O’Neal, Superintendent of
the Printing Plant; and to their
‘right, Fred Hochstuhl, Assistant to
the Secretary.
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Goon Cheer to All?

If a musician is not totally incapacitated, out of the running, permanently retired, he will be playing his instrument in dance hall,
church, concert aunditorium, lodge or grange during the Christmas holidays. For this—a time of relaxation and festivity to most—is a period
of peak employment to musicians, since they provide the stuff of which festivity is made, since their product is as much a part of Christmas as
the season’s holly and gifts and good-will. So the good old Christmas wish extended to musicians in dance and concert bands, in symphony and
theatre orchestras, at keyboard, at console, on podium, on parade, bears special overtones: May every day be Christmas throughout the year|

MUSICIANS” GIFT

What will you give for Christmas, then? We give the dance tunes, gay and sweet,

A tinselled tree or soldiers ten? That bring the couples to their feet.

A ribbon gay, a flower, a book? We give the sweeping chord, the trill,

W hat are you giving? Let me look! That sings across the heart that's still.

There underneath the cedar bough, We give the symphony, the song

Is that your Christmas present, now? That carries burdened lives along.

A scarf for sister, slippers red, We give the band’s full-throated shout,

Or lamp to shine above the head? Rounding the corner—All folks out!

What are you giving—you and you, We give the chorus sounding clear

To do as all musicians do? As if to bring the heavens near.

We're giving book or flower that greets, We give the gentle serenade

Gadgets and knick-knacks, toys and sweets, Played as the heart’s own strings are played.
We're sending cards for /zappy living, We give the old refrain that brings

But that is not the best we're giving. Back dear but half remembered things.

This gift’s not set beneath the tree, We give the lullaby once heard

Not wrapped and signed “To you from me.” In manger while a small Child stirred.

We give the single phrase that's heard Better than gift of book or toy,

As through harsh noise one hears a bird. We give itself—the Christmas joy! —H. S.
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Honore Daumier, French caricaturist and painter,
portrayed with good tempzied satire the comedy
—and the pathos—of the musician’s life in mid-
nineteenth century France. Often hard up him-

Y 4 Y 4 Y 4
) self, he realized how precarious a time the
au m ,er S US,C,anS musicians had, and his humor is mixed with
sympathy. His attitude toward the pretentious

amateur, however, is not so jolly. The captions
under the pictures below are translated (some-
times freely) from Daumier’s French.

Oldtimers, now strolling street performers, who in their day

g “ e ry.
The last surviving performer on the Basque tambourine, an got “honorable mention” at the Conservatory

instrument whose origins are lost in the dim mists of antiquity.
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; The accordion, called “a blow” to music (Daumier’s term is “souf-
Band music for an oldtime lottery opening (}Jnder Napoleon flet”—at once a bellows and a blow).
I11 state lotteries were frequent, opened with fanfares.)

' e 1

Parade of the traveling montebanks (who performed with the carni- An orchestra (all with amateur standing) in a very tony household;
vals in the suburbs of Paris and in the provinces braving the wind they imagine they’re playing an operetta (and how they put the cat's
and the rain). back up!)
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Eugene Ormandy

Ormandy Conducts Mahler

FTER a prayerful Bach Chorale openinyg.
the Philadelphia Orchestra on November

8th plunged into a performance—with
Rudolf Serkin soloist—of Beethoven’s Concerto
No. 3 in C minor. Purity characterized Serkin’s
playing as light characterizes the day. Passages
of screnity, of fury, of gayety were presente:d
sheer—no drossiness, no ambiguity. At times
Serkin devoured the piano and then—as in the
Largo—there was calm singing and an audi-
ence held by the single perfect pianissimo note.
The Rondo was as straightiorward and as gav
as child's play. Iiere Serkin's fingers cnjoyed
their keyboard dance and the orchestra, as
supple a group as we’ve heard, danced with
them. At times tones scattered like snow
flurries.

The Mahler Symphony No. 1. after the in-
termission, had Dby contrast a slighty jerky
quality as though limbs were all but galvanized.
Percussion became an established thing, and a
no-dimensional quality ok over. Then one
began to conceive of a vast panorama pierced
here and there by church spires or by ruffling
smoke, The third movement, slightly ominous
in its beginning, was socon going as easily as
a merry-go-round. Two themes played around
together.  Then iwithout warning, the fourth
movement whipped the orchestral instrument
into frenzied play. No church spires now, no
curling smoke. Only blind storm. Here's
where the non-modernists in the audience began
to stir uneasily. Till in a rare lifting sequence,
Ormandy drew beauty again from the orchestra.

The audience liked this Mahler. The audi-
ence cheered an Ormardv who could teach

them to like Mabhler. —II. S,

Los Angeles Looks Up

E HAVE never heard the Los Angecles
Philharmonic Orchestra give a better
opening concert than that of October
27th. Indeed, we have seldomn heard them play
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Speaking of Music:

better at any time of year. The tone was clear,
the intonation impeccable. The string section
fairly gleamed. Entrances were precise. There
was a fecling of elan about the whole perform-
ance which was eventually communicated to
the audience, who shouted and applauded with
uninhibited enthusiasm.

The program had been cleverly shaped to
show the best that the orchestra had to offer.
Thus we werc made awarc at once with the
opening “Fantasia in G Minor” by Bach of
the almost unbelievable improvement of the
string section. Berlioz’ “Fantastic Symphony”
was also quite evidently chosen to show every
instrumental resource of the group.

After intermission, the orchestra paid tribute
to Schoenberg’s birthday with the Wood Dove
scene from the “Gurrelieder.” The soloist was
Nell Tangeman, a young mezzo soprano of
great sensitivity. Finally, there was a sparkling
performance of the suite which Richard Strauss
has made from his “Rosenkavalier.”—P. ..

Happy Birthday !

O THE Bach, Chopin, Schoenberg, Strauss

tributes of the 1949-50 season, Evenings on

the Roof added a concert on October 17th
honoring the seventy-fifth birthday of Charles
Ives. It was interesting to hear representative
works: the Sonata No. 3 for violin and piano,
the Concord Somata for piano and a whole
group of songs presented by such devoted and
capable artists as Sol Babitz, Marnie Nixon and
Frances Mullins. We came away convinced
that the violin sonata is a noble, original work
which is bound to find a place in traditional
sonata literature and to keep it long after Ives
ceases to be a novelty. All singers should know
the songs—not from any cult of Ives or from
American chauvinism but because we cannot
afford to be without them. The “Concord
Sonata,” however, still seems to us to be an
ambulatory, we almost said a ruminative, piece.
We rambled around the meadows of Concord
tasting this or that succulent herb, but some-
how, in spite of suggestive movement titles,
Mr. Emerson, Mr. Thoreau and Meg, Jo, Beth
and Amy did not seem to emerge.—P. 1.

Che Sustained Line

ROM the moment Alexander Brailowsky
walked on the stage—with that appearance
of not being quite sure his tic was straight,

but agreeably surprised to be there anyway, the
Newark audience at the first Griffith Music
Foundation concert of the season took to him
as friend, as sensitive musician and as pianist
of the perfect intervals. The sustained quality
of his playing—sustained crescendos, sustained
melody lines, sustained rhythm, chords even in
all their parts—the steady push on, dipping
into sudden pianissimos, the impeccable tone-

spacing—all thesc were apparent in the opening
Bach-Busoni Chaconne. The Scarlatti (Sonata
in D major) revealed a beautifully controlled
meclody line. The quick spiccatos were like
sparkles on a lake, with never a smudge, never
a blur. Brailowsky grinned when he finished
this one—as if to congratulate his own hands.

The third movement of the Becthoven So-
nata in E flat major was as telling as the nod
of Zeus and withal as simple as an old wife's
tale.

The Ravel hubbub was successfully encom
passed in that composer’s “Toccata in E minor,”
the feel of a milling throng kept under bland
control. The Scriabine Etude Poeme in C sharp
minor started with a gripping melody made
articulate by those supple fingers. In Liapou-
noff’'s “Terek” (Caucasian mountain torrent)
Brailowsky splashed around on the keyboard
until the audience felt quite damp.

The second half of the program consisted of
Chopin’s Twenty-four Preludes, the order of
their playing such as to set off each work to
best advantage.

The Griffith Music Foundation, which has in
seasons past brought rich musical fare to New-
ark citizens, plans for the coming months fur-
ther excellent events—the Boston Symphony.
the Litde Orchestra Society under Scherman.
the New York Philharmonic, Clifford Curzon.

—H. S.

Opera That Laughs

N OPERA built around a laugh—and how
well the Prince (Robert Rounseville)
assayed that laugh was told in the audi-

ence’s answering crescendo almost to hysterics
—*“The Love for Three Oranges” was the hit
of the season at the City Center Opera in New
York last month.

The plot—one of a sickly prince cured by a
hearty laugh but destined yet to suffer pangs

Alexander Brailowsky
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Concert and Stage

both of passion and palate before attaining his
princess (Margery Mayer, she of the third
orange disguise) was made even more fantastic
by the stage’s accommodating also an “audi-
ence” which assisted in the action at crucial
moments. In short, it got rid of the witch by
pulling her into one of their boxes; it carried
out a bucket-full of water to the princess dying
of thirst. It supplied the hisses and set off the
real audience’s laughter. As for the music—
well, you know Prokofiev—his curious twists,
his jumps, his grotesqueries, his jests. They
fitted in exactly with the dramatic concept.
And as for his laughs and groans evoked zie
the mere twelve semitones of our Western sys-
tem—they were realer than real.

Oh, and yes—if you have the chance, attend
the opera if for no other purpose than to sce
Truffaldino’s dance of the ribbon. Baccaloni
has a competitor in Luigi Vellucci, who took

the part at this performance. —H. S.
Keyboard Canvas
¢ T HAT keyboard is my canvas. [ will

paint a picture on it—of daring lines,

of startling colors, of sudden contrasts.
And it will be a canvas full to the brim of
technical niceties that my audience can take or
leave.” DPerhaps this was what Everett Fritz-
berg was thinking in the pause he made, head
down, before starting to play his concert of
November 22nd at Carnegie Hall.

At any rate, the audience was treated to a
rigorous staccato set off by the tenuous lyrical
line; pianissimos stretching out like a web only
to be shattered in a keyboard tempest. And
always, hands, wrists, arms exactly directed
toward that canvas, the keyboard, possessing it
all equally. If this extreme ecfliciency of ap-
proach made him at times seem academic, this
could not be said of his Schumann “Arabesque”
presented with such purity as cleanses.

The incisive thrust was particularly apparent
in the Liszt Sonata in B minor, but he could
sing after that storm, too.

In the second portion of the program he gave
tender underlining to Virgil Thomson’s “Music

Box Lullaby.”

Proud of Their Own

UST what would have been magnanimously
overlooked, or apologized for twenty years
ago in the performance of an orchestra in

one of our less large towns, is now that town’s
point of greatest pride. We mean the local
flavor of the entertainment. Thus when Maurice
Eisenberg was soloist with the New Jersey
Symphony—at the concert on November 14th
in East Orange—it was proudly announced in
the program notes, “Eisenberg now makes his
home in Millburn” (a town just a few miles
distant). And the premiere work, “When Dad
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Was a Fireman,” was the more closely listened
to because “Herbert Haufrecht's first musical
studies began in Youngstown, Ohio, and pro-
ceeded through the Cleveland Institute of Music
to the Juilliard Graduate School.” No least
harping on the one-time open sesame to all
success in an artistic career, a foreign locale or
foreign training.

So as I sat in the audience. made up of resi-
dents of this New Jersey town (they chatted
at intermission quite as if it were a church
social) and heard a capable and at times in-
spired orchestra, most of them home-towners,
negotiate Couperin and Becthoven and Schu-
mann, 1 sensed the presence of a culture with
its roots sure and fast in a townsfolk’s desire to
give expression to what matters to them, to

Lois Wann, Carl Von der Heide,
of the New Jersey Symphony.

make continue to live, in tones, the quickly
passing beauties about them. It was good to
see a Violinist come down into the audience
during intermission to shake hands with a
friend. It was good to see the concert mistress’
little special nod to someone down in the front
row; it was good to feel the camaraderie be-
tween soloist and orchestra members. And it
was good to hear the hearty applause for the
young American conductor, Samuel Antek, for
Haufrecht, who stood up from his place in the
audience to bow, for all the cousins, brothers,
sisters, sons and daughters on the platform who
were such a credit to their folks.

Four Hands As Two

BUOY;\NCY, fluidity of motion, unanimity
of feeling—these characterize the playing
of duo-pianists Evelyn Eby and Reginald
Bedford at their concert at Town Hall, New
York, October 3lst. Their ability to sense
nuance as pigeons in flight sense direction made
for the illusion throughout the evening of one
pianist doing prodigious things with runs and
tritls and chords. 1f the Haydn Variations may
have come out a trifle over-meticulous. the
crescendos were exactly  right—like a single

Charles Munch

gust of wind swirling twa circles of leaves,
while the pianissimos were like those leaves
settling simultancously down to carth.

In the Debussy “En blanc et noir’” one had
the curious sensation of hearing trickling made
precise.  Waywardness was made to toe the
mark also in the Tailleferre “Jeux de plein air,”
but here the particular qualities of the duo
piano technique—its drifting insistence, its on-
and-on-ness, seemed to fit cxactly the modern’s
mode. Best about these pianists in these
modern works was their not trving to make a
storm where there was nore. —H. S.

Congratulations, Koston!

BOVE the program. above the audience-

packed house, above even the breathless

awe of the listeners. the writer must point
as most significant aspect of the Boston Sym
phony’s opening concert last month the presence
of that warm and friendly spirit occupying the
podium.

I sat in a side box and could see Charles
Munch’s expression, could stand in relation to
him almost as if I were one of the members
of the orchestra. And T became awarc with
profound amazement that he was smiling as he
gestured to the cellos, smiling as he lulled the
basses, smiling as he beckoned the clarinets.
And it was no stereotyped smile of the con-
ductor determined to get on good terms at all
costs. It was a friend’s smile—"You'll get this
... You're doing better than you know! . ..
A Dbit softer, there, my comrade!” Gently and
understandingly communicating with them.

To say the men responded is to put it but
faintly. Their answering willingness and zest
was as atfecting as that smile. And as this con-
ductor warmed it out of them. made their spirits
supple and expansive, he enabled them to ac-
complish far more than would have been pos-
sible through any managerial tactics, however
precise and forceful.

Mr. Munch's characteristic attitudes: crouch-
ing back and drawing the men toward him as
if on reins of persuasion: the sudden plum-
metting of his hand, designation for decad
silence: his solicitous pointing: his urging sweep
—these the orchestra has already learned to
answer as lake answers to pulling power of sun.
The men of the Boston Symphony have a green
and fertile era ahead of them. They are to be
congratulated. —H. S.
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The Grand Duke of Jazz

UKE ELLINGTON has had a great
many “firsts” in his long career. His
earliest composition (among twelve hun-

dred to date), “Soda Fountain Rag,” he played
as a one-step, a two-step, a fox-trot, and waltz.
“They never knew it was the same piece,” said
Duke. When his band toured Europe, in 1933,
he was the first to have concerts arranged for
him by the jazz magazines of France, Holland,
and Belgium. The jazz experts of these coun-
tries, and of England, had long recognized him,
through his records, as America’s number one
composer in the popular idiom; and it was on
this trip that Ellington’s music was given the
accolade as the jazz counterpart of the work
of the French moderns, Milhaud and Auric.
His were the only American jazz records to
attain listing in the Gramophone Encyclopedia
of Recorded Music, the authority in the field
of serious recording.

Duke and his men had hung up another
record in 1930: they were the only band to be
recorded under ten different names for as many
different companies: Duke Ellington and his
Famous Orchestra; the Harlem Hot Shots;
Mills’ Ten Blackberries; the Washingtonians;
the Memphis Hot Shots; the Six Jolly Jesters;
the Dixie Jazz Band; the Whoopee-makers;
the Harlem Footwarmers, and the Jungle Band.

Duke’s was the first colored band to be
booked into the Paramount Theatre in New
York—in February, 1932, and the first also to
tour the South, traveling in their two special
cars, a Pullman for the band, and a baggage
car for their instruments and props.

In 1941 Duke formed the American Revue
Theatre in Hollywood, in collaboration with a
number of movie writers. His aim—achieved
over a three-months’ period—was to present a
revue which would show Negro music and en-
tertainment as it really is, free from all taint
of the “Uncle Tom” and minstrel show tra-
dition. Duke wrote the music and continuity
for the show himself, and called it “Jump for
Joy.” It really laid the bones of Uncle Tom.

When Duke finally moved into Carnegie Hall
early in 1943, he was the first jazz leader to
play a concert consisting exclusively of his own
works or those of his band members. Finally,
he was the first band leader to rate a three-
decker profile in the New Yorker.

And these “firsts” are just a few highlights
of a twenty-seven-year career, a lot of it spent
in playing one-night stands and making 400-
mile jumps by train or bus—the usual routine
for dance-bands.

LEADER

Duke’s style as a conductor (usually from the
piano) has always been quiet, effortless, and
easy. With a rare gift for picking outstanding
performers, and an ability to keep them with
him a long time, he has been content to be
“first among equals.” In fact, during his earlier
years he was sometimes, criticized for running
his band as a cooperative, rather than taking
the dominant role. He made it clear, however,
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that he wanted his band to be a great deal more
than his own voice. He felt that its real distinc-
tion lay in the freedom of musical exchange
among the band’s musicians. That is why he
has always made plenty of room for solos and
concertos by such performers as Otto Hardwick,
clarinet and saxophone; “Bubber” Miley,
“Cootie” Williams, and Rex Stewart, trumpets;
Sonny Geer, drums; Lawrence Brown and Juan
Tizol, trombones; Billy Taylor and Jimmy Blan-
ton, basses, and Ray Nance, a quadruple-threat
man who figured as trumpeter, violinist, vocal-
ist, and dancer. With all this generous provision
for feature spots for his men, however, Duke
has always set his own stamp on the band, and
a discerning listener can always detect the Elling-
ton tone, the more readily because of Duke’s
work as composer and arranger.

COMPOSER-ARRANGER

During his earlier years in the business Duke
was famous for his casual methods of compos-
ing. He often wrote on the train or bus. He'd
arrive for a rehearsal with the “lead sheet” or
melody for a new number jotted down on a
laundry slip, an old letter, or even on his cuff.
Then he’d proceed to work out the arrange-
ment, using the band in lieu of an instrument,
and telling the boys where to put in the riffs,
the “growls,” and the solos. If an instrumental
number clicked, he’d often get a lyricist to
write words for it, and launch it as a vocal,
too. His long-time vocalist, Ivie Anderson, was
an adept at putting these songs over. And
Duke was equally at home with the blues form
or with the thirty-two-bar chorus standard for
Tin Pan Alley numbers.

Around 1932 Duke’s scorings became more
ambitious, as he enlarged his band to eighteen.
And he began to take more care in committing
his arrangements to paper. Duke acknowledges
that his arranging technique was influenced a
good deal by that of Will Vodery, who had
been musical supervisor of the Ziegfeld Follies.
The influence of Delius, Debussy, and Ravel on
Duke’s music, often noted by the critics, is to
be attributed to Ellington’s contacts with Vodery,
not to any first-hand study of the impressionists.
Duke had always thought in terms of tone-color.
He had studied art in his high school days, and
had color associations with tone, often telling
his boys to take it pastel-style when he wanted
the music soft, low, delicate and dreamy. But
Duke drew on the work of others only when
it fitted in with his own natural bent for dis-
sonances, odd choral combinations—elevenths
and thirteenths, for example; for in the main
his is an original talent.

In 1939 Ellington’s staff had an important
addition: Willie Strayhorn, arranger and lyricist.
Strayhorn first studied and analyzed Duke’s
compositions to date, and thoroughly familiar-
ized himself with Ellington’s arranging methods.
He soon took over the complete preparation of
jazz chamber music versions of the leader’s
works, and before long he had mastered Duke’s
style so completely that he could divine just

what was wanted. He was a clever hand at
lyrics, and also wrote short numbers on his own
account., Strayhorn was a trained theorist, and
widely read in classical music. Relieving Duke
of much detailed labor, and soon becoming his
musical alter ego, Strayhorn was able to urge
Duke on to completing some of his larger works
which existed only in sketch form.

So it came about that when Duke gave his
first memorable Carnegie Hall concert, he had
in hand not only his notable short dance pieces
—“Mood Indigo,” “Solitude,” “Rockin’ in
Rhythm”—and a series of portraits in music
honoring Bert Williams, Florence Mills, and
“Bojangles” Robinson, but also exerpts from an
opera, Boola, and the forty-minute program-
matic suite, Black, Brown, and Beige.

In this ambitious work, scored for his regular
band, Duke aimed at presenting “a tone-parallel
to the history of the American Negro.” The
first section, built around work-songs and
spirituals as themes, presented the early chronicle
of the Negro in America. The second dealt
with the various wars in which Negroes have
participated, and with the changes in their
status thus brought about. This movement
winds up with the coming of the blues at the
turn of this century. The last movement deals
with the Negro between the two world wars:
it is more nearly autobiographical; the gayety,
the pathos, the social struggle, and patriotism
of the Negro all enter in.

Black, Brown, and Beige is program music,
and it is not scored in traditional symphonic
form. It is rather episodic in construction, and
is not strong on continuity. The individual
solos and. sections are many of them remark-
ably telling. But the critics thought that the
work lacked coherence; they said it showed a
carryover from Ellington’s habit of writing in
twelve-bar (blues) and thirty-two-bar forms.
Duke gave sufficient credence to the critics so
that he recorded the work only in excerpts—
and admirable music they are, too.

What Duke aimed to do was to turn the
saga of his people into a tone-poem, and that
he succeeded in doing. This was only one of
many services he performed, through his music
and his personal efforts as a public figure, to
advance the cause of his people, and to point
up their contributions to our common American
culture.

RECORDER

Certainly one of the more notable of these
contributions has been Duke’s own music,
which, often setting the pattern for jazz prac
titioners, has added so much to the joy and
diversion of our time. His output has been
prolific: more than eleven hundred recordings
for twenty-four different companies. Anyone
who wants to refresh his mind on change in
styles in jazz and the blues can look at the
Duke Ellington Discography, which appears as
an appendix to Barry Ulanov’s life of the band
leader (Duke Ellington, Creative Age Press,

(Continued on page thirty-four)
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Don’t Look Now--But You're Improvising!

In preparing this article the writer consulted
several experts. She spoke with Grace Castag-
netta, who has toured the United States and
Canada many times, improvising before her
audiences on themes of their own choosing.
She talked with Alec Templeton about his on-
and off-stage improvisations. She heard Mary
Lowu Williams play and, later, discussed with
her problems concerning her art.  And she con-
ferred with Dr. Ernest Ferand, who teaches
improvisation at the New School for Social Re-
search in New York and is the author of a book
on the subject. This latter expert has the dis-
tinction of having improvised duets with the
late Bela Bartok, each at a separate piano, cach
playing with unreserved exuberance, yet each
in perfect accord. Only very few musicians can
thus improvise. Beethoven did with Woelfl.
Mozart did with Clementi. Mendelssohn did
with Moscheles. Dr. Ferand spoke of the his-
tory of improvisation and of its present prac-
tices. But mostly he emphasized it is not some-
thing you just think about. It is something
you do—with your hands, with your ears, with
your heart.

HISTLE a tune just as it comes to you.

Catch a few notes {rom a radio as you

pass a house, and have it set you hum-
ming. Sit down at the piano and ramble over
the keyboard, your fingers at first playing sense-
lessly and then forming patterns of tone. Hear
a train whistle or a bell ring or an engine back-
fire, or someone say “hello,” and have the sounds
start off chain reactions in your head. When
this happens you are improvising. And you're
not doing anything new, either. Bach did it
for hours to get in the mood to create on paper.
Even in the choir loft he didn’t always stick
to the chorales, The congregation complained
because he rambled away from the tune and

Mary Lou Williams
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they couldn’t follow him. Any chance started
Becthoven improvising. Haydn spent a few
hours after breakfast extemporizing to stimulate
composition. Mozart always wanted a clavier
handy so that he could improvise as the mood

took him. Handel amazed London with his
ability to extemporize.
Ernest Ferand calls improvisation “spon-

taneity in music.” Rightly. For it is the sort
of composition that won't be forestalled for lack
of stave-lined paper, nor interrupted to fetch a
pen, nor held up for lack of leisure time. It's
the sort. too, that gets across on the instant. In
improvisation there’s just one musician and he’s

Dr. Ernest Ferand

the whole works—composer and player and in-
terpreter.  Like carly man who found a reed
would give forth beautiful sounds. Like a
jongleur in the Middle Ages who sang a differ-
ent song for each lady fair. Like the early New
Orleans jazzist who poured his heart straight
into the instrument,

The instrument does figure more in improv-
isation than in written composition. Organ
stops, piano keys, violin strings. trombone slide
—these can be utilized, their tricks, their niceties,
to the fullest extent. And in the “dead” inter-
vals, when inspiration lags but the improviser
has to keep going, instrumental effects can make
the span interesting.

As well as being spontaneous, improvisation
is handy. You can do it sitting at the dinner
table, or standing under the shower; when
you're lying awake at night or running for a
train; when you're bus-riding or golfing. In
short, improvisation is for all those minutes of
your life not devoted to work.

Public improvisation, of course, is a special
matter. It was Grace Castagnetta who told me
about this, sitting before me in her New York
studio—snug, friendly, sound as an apple. She
spoke about her audiences, “They’re all—all of

Grace Castagnetta

them—sure I've got tricks up my sieeve,” she
said. “Their idea is to catch me. As though
improvisation were like doing somersaults or
holding a thousand dates in vour head. Or like
skirting around a familiar tune the way a drum
majorette tosses her stick. Or just noodling!

Instant of Creation

“Improvisation, as I see it, is using a phrase
or series of notes as a springboard to creative-
ness. \When I'm most creative, when, through
my own development of the theme, I get far
awayv from the original melody, audiences miss
the point and think my wmprovisations aren’t
up to snutf. But real improvisation is using
the theme as the kernel of the idea of creation,
then doing this creating right there at the key-
board. It is to compose and perform at the
same split second. It's like draping a hat.
Ponder step by step and it gets suff and arti-
ficial. Don't think what you're doing and it
comes out pertect.

*Of course there are conditions that hold vou
back or help vou when you're playing in public.
I have to be happy with the sounds of the piano
as thev come out—no notes out of tune, the
pedals not sticking. Then. too, I have to be
in physical balance, no light glaring in my eyes,
the music bench just the right height. .And
of course theres the audience reaction. The
stimulus of a responsive audience flows right
over the footlights.

“They keep you on your toes in other ways,
too. By their suggestions, for one thing. For
instance, a professor at the New Hampshire
University said he’d like to have me improvise
on ‘Campus Life. Liszt, by the bye, was fond
of improvising on abstract ideas, for instance,
‘harvest,’ ‘youth,” ‘adventure.” T'd like to have
my audiences give more such suggestions, but
when [ ask for them, usually someone calls out
‘Rhapsody in Blue’ while the others are still
feeling around fer an abstract idea. Only thing
is, when they ask for ‘Rhapsody in Blue’ I know
what they want. They want ‘Rhapsody in Blue.’
They're so fond of hearing it, that if I go off
on my own the least little bit they’re dis-
appointed.
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Postman’s Theme Song

“In Battle Creck they gave me a theme the
local mailman had whistled for twenty-five
years. The mailman was in the audience and
took a bow, too. ‘Take Me Out to the Ball
Game’ is a favorite suggestion in the baseball
season. Then there are the requests for ‘Home,
Sweet Home’!' Once, believe it or not, when
that theme was called for, I couldn’t for the life
of me think how it started and someone had
to hum it. The audience enjoyed that no end!

“Of course all my radio improvisations are
conditioned by the time element.” Here Miss

Castagnetta gave a small, wry shrug. “Makes
me think of what Beethoven did once. He was

playing one of his own concertos in public and
the orchestra paused while he played a cadenza.
Well, he got interested and went on playing
and on playing. The conductor threw his hands
in the air and dismissed the men. Beethoven
went on playing for the rest of the evening.
Some day,” and here Miss Castagnetta wagged
her head emphatically, “some day, just before 1
leave the air forever, I'm going to do that at
a radio broadcast. T'll just keep right on play-
ing. Get an idea and then another and go right
on. And Walter Winchell and Milton Cross
and the others won’t have a thing to say about
it.”  Her great eyes gazing off into space took
on a dreamy cast, then twinkled as she looked
back at me. “That will be just fine!” she said.
Next I sought out Alec Templeton, beloved
clown of the keyboard, whose “Bach Goes to
Town,” “Mozart Matriculates.” “Mendelssohn
Mows Them Down,” “Stars and Stripes” played
as a Strauss waltz, “The Blue Danube” played
as a Sousa march, and his take-offs on operatic
singers, while not strictly improvisations, are
very clever satires. His impromptu variations
are sure-fire laughs. But to hear him improvise
in the classic manner, meet him at his home
in the hills of Connecticut where at his piano
he will continue for hours weaving something
new and strange out of time-worn phrases.

Birth of a Tune

When I heard Mary Lou Williams was to play
at the Village Vanguard, I boarded®a bus to
Greenwich Village, stumbled down the winding
steps into the basement room and groped my
way across the candle-lit dimness to the table
nearest the piano. When Miss Williams came
on at 10 o'clock white faces lined the walls and
most of the space between, all focussed on that
piano and the tall, graceful young woman sit-
ting at it.

What she does is take a theme—any theme
the guests suggest, say, Grieg’s “Anitra’s Dance”
—and then go to work on it. She slithers
around it, edges in on it, nudges it, tickles it,
comes face to face with it, plays it down,
wheedles it back into being, expands it, distorts
it, resolves it—all by that curious trickling of
her hands over the keys. Pretty soon the drum
slides in with her and they start to do a sinuous
dance, the drum maintaining the steady beat
and the piano playing around it. It gets to be
insistent, then hypnotic. T find myself taking
down my notes in rhythm. All the while she
is not even looking at the keys. You would
think the hands executing those tumbling
phrases belonged to one person while the quick-
glancing, smile-proffering face belonged to an-
other. When she comes on a particularly novel
progression she nods swiftly and minutely (her
neck nudges forward singularly like a Hindoo
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dancer’s) as if approving the hands that thought
that one up.

Never once does the music become noisy.
Just very, very steady with an insistence that
prickles one’s spine. Melody within melody,
arabesques, rhythm as steady as a metronome.
Both drum and bass viol are helping that
rhythm now, as well as her small heel tapping
rapidly on the floor. Her keyboard technique
is mmpeccable. But I have to make an effort
even to think of that. She makes a sign over
her shoulder to the drummer that she is near-
ing the end. But she makes no ending. She
executes a twist of a phrase. Then there is
silence—and the applause.

Alec Templeton

In doing what she does Mary Lou Williams
is following the line of a proud tradition. Just
as primitive music was music created and exe-
cuted at the same time, so jazz in its early
stages was perforce—since few of those instru-
mentalists could read music—the played cre-
ation.  Repetitive performance was abhorred.
Even when the jazzist sang or played what he
had heard before, he poured so much of him-
self into it, it became practically a new com-
position.  Moreover, the early jazzist thought
of music as group endeavor, and worked up a
new composition through the stimulation of his
fellow players. Hugues Panassié in his book,
“The Real Jazz,” gives a good description of
the process. “The ideas of the various players,”
he says, “are united in a common work. Thesc
ideas, far from being firmly established once
and forever, can be modified and improved upon
after the results of each performance have been
studied. All these revisions and inventions are
arrived at through the ear alone. A musician
will hum or play a phrase on his instrument as
it comes to mind; the others retain it in their
memory and pick it out on their own instru-
ments. The mechanism of improvisation was
this: The cornet, since it dominated the other
instruments, led the melodic section, pointing
out the melody and sometimes embroidering on
it in a sober vein. The clarinet, which played
in a higher register, provided a counter melody
of a mobile character opposed to the more
sober cornet. Finally, the trombone supplied
the serious and low part of the melodic trio.
although in general it did not create a melody
line but filled in the other two parts and at the
third harmonized with the cornet. Such a well-

balanced ensemble produced a collective im-
provisation of clarity and order. Moreover, at
this period the ensemble work predominated—
there were scarcely any soloists . . . The rhythmic
section supplied the bass harmony and the
rhythmic accents. The drummer strongly ac-
cented the syncopation on the snare drum, the
cymbal, and as time went on, other percussion
instruments. With his foot he marked out the
strong beats, or sometimes all four beats, on
the bass drum. Ordinarily the double-bass
played on the strong beats, while the banjo
continually accented all four beats—marking no
one particularly as in blues with a slow tempo
—occasionally very lightly accenting the strong
beats, and more rarely the weak beats.”

Composer or Copy-cat?

As jazz became an established thing, order-
liness began to set in, like gangrene. The play-
ers, hounded by the yen to be proper musicians,
began to feel they should read their music from
the printed score, practice it to get it exact, and
present it as a regular part of their “repertoire.”
A recent article by Dr. Ferand makes sad com-
mentary on this state of affairs: “I certainly
cannot consider it an encouraging sign,” he
says, “when a practical expert in this sphere
(of jazz) can proudly declare, as one recently
did in a newspaper, ‘The days of improvisation
in jazz have gone and the variations on a theme
have passed. too . . . Almost anything that is
composed today is written out for the per-
former.””  Fortunately some band leaders—
Fletcher Henderson and Duke Ellington, to
take two—still give a prominent place to im-
provised solos.

Gypsy string bands of as many as sixteen
members, still to be found in Spain and Hun-
gary, improvise for hours on end, with never
a rift in the smooth flow of their creativeness.
Also, though it may seem a considerable jump
to mention them, pipe organists are the most
avid and expert of improvisers. In nearly every
church service, on the radio, at concert, occa-
sion arises for them to improvise. And they
do it so well that many of them—Widor and
Guilmant and Dupré, for instance—have been
immortalized in biographies as improvisers as
well as organists.

Repertoire via Improvisations

An almost startling instance of dual creation
is that which occurs between Iva Kitchell and
her accompanist. But let Miss Kitchell tell it:
“Harvey Brown, who has been my accompanist
for a number of years, and I always improvise
our dances together. First an idea comes t»
me—"a new hat,” ‘Carmen Kitchell from Kansas.’
‘Lament for a Wilted Lily’—and then Harvey
and I work out the dance. T start moving and
he follows me at the piano. Then he accentu-
ates the idea with a further phrase. The point
is not to think. If you think of the rhythm or
the form, you are not improvising. You’re do-
ing something else. Then when we’ve gone
through the dance T go off by myself and work
it out. Next, he watches me dance it and says,
‘I see you want an accent on the third quarter
of that beat,” or, ‘We’ll have to have those three
measures in two instead of the two in three.
Then he goes home and writes music to it.
The melody, when he plays it to me, inspires
me to do something different. I sometimes
lose the spontaneous quality, and then I know

(Continued on page thirty-four)
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With the Dance Kands

East. Decca will build Jerry Gray as house
leader, a la RCA’s Ralph Flanagan . . . Louis
Armstrong  All-Stars  booked through March.
Group may revisit the Continent then . . . Pian-
ist Joe Bushkin and saxist George Auld inked
as actors in Leland Hayward’s “Rat Race,”
which opened in NYC Dec. 22 at the Barry-
more Theatre . . . Emil Coleman ork opens
Christmas week at Manhattan’s Waldortf-As-
toria, through March 8. Eddy Duchin returns
to the hotel March 9, unul June . . . Zavier
Cugat renewed his MCA contract . . . Thesaurus
Transcriptions added Ray McKinley and Claude
Thornhill to its talent roster . . . Art Kassel
recording for Vocalion . . . Pete Rugolo and
Red Norvo doing odd jobs for Arco Records.
New Teen and Twenty Club, Oaklyn, N. J,,
using Harold Uber band two mgh[s . . . Earl
Denny playing Saturdays at B. C. Dancing Club
Turner Hall, Philly . . . Harry Bohn crew into
Cottage Cafe, South VIerch.mt\ ille, N. J.
Columbia Records pacted Axel Stordahl o
two years. He'll be pushed as house maestro
. National Records signed tenorman Lucky
Thompson . . . Wild Bill Moore and Teddy
Brannon bands now etch for Regal . .. Walker
Theatre, Brooklyn, playing names for one day
weekly . . . Flutist Esy Morales pacted by Decca.

There are now 450 lxcensed disc firms, a
jump of 100 over last June. Thirty are ET com-
panies . . . Duke Ellington plays the Rockland
Palace, NYC, Dec. 31 ... Mello-Macs (Harris-
burg, Pa.) celebrate their second anniversary
as a legal partnership on Jan. 1 ... Eddie Wil-
cox crew slicing for the Derby label . . . Pianist
Buddy Greco, signed by London Rgcords, was
set to form his own quartet or sextet. Benny

- -
. .

A DREAMER'S HOLIDAY .. . ... HIGR

A THOUSAND VIOLINS. ...

BYESBYE BABY o titccstasiasin sonisssasssesiasssssss

CHARLIE MY BOY..
DON'T CRY JOE.....
FAIRY. “TALES...............ccccornone0n:

HOP SCOTCH POLKA. . ..
HUSH LITTLE DARLIN' .

| CAN DREAM CAN'T |
IN SANTIAGO BY THE SEA .

JEALOUS HEART.
JOHNSON RAG..
JUST A KISS APART..
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Goodman, Greco's ex-boss. was planning to re-
form his big band early this month. but also
hoped to devote more time to studving classical
scores . . . Pianist Eddie Hevwood, recovered,
is booked by G.AC. was grabbed by London
Records . . . Desi Arnaz dropped his band to
take the lead in a review which preemed last
month at NYC's Strand.

Lucky Millinder was set to sign with GAC

. Claude Thornhill switched to Joe Glaser’s
ABC, reportedly tor one year . . . Pianist Dick
IHyman composed score for the musical “Came
the Dawn,” which tried out at Gotham's Master
Institute Theatre . . . New York’s Roseland
Ballroom will move to the site of the Gay
Blades, West 52nd St., witlt capacity upped to
6,000 persons . . . Orchid Room, 52nd St., NYC,
dropped modern music policy . . . Artie Shaw
is in business for good this time . . . Carnival
Room, Hotel Sherry-Netherland, NYC, using
only music; two orks . . . Maestro Noro Morales
in the disc biz, with his waxery, Rivoli Records.

Art Mooney now handled by GAC . . . Ad-
visory committee of the International Labor
office, meeting in Geneva, considered a plan to
ban all recorded music from TV, radio, and
movies . . . Bandleaders Jay Jerome and Bobby
Roberts operating a Philly booking agency . . .
The late Major Glenn Miller netted $476,180.56
in record royalties before his death . . . Doc
Richardson now working for the Harry Squires
office.

Joe Glaser inked Henry Busse . . . Merriel
Abbot now spending the Hilton chain’s $2 mil-
lion annual budget for acts and bands, out of
Chicago; NYC’s Waldorf was chain’s latest
addition, acing out MCA . .. Lionel Hampton
holds at Manhattan’s Bop City until Dec. 29;
drummer Mecl Torme into the spot, with Woody
Herman's Herd Feb. 16 . . . GAC handling
Clyde McCoy . . . Trombonist Bobby Byrne
signed by ABC . . . Freddy Martin assigned all
royalties from his RCA waxing of “Timbales”
to injured 88er Barclay Allen . .. Bobby Hackett
combo into Nick’s, in NYC’s Village . . . Ar-
ranger Gerry Mulligan featured within the

ALONG TIN PAN ALLEY

Sharuro -Bernstein

Paramount MY STREET. .

Bourne

MULE TRAIN ...

OVER THE HILLSIDE .

ROOM FULL OF ROSES vy
RUDOLPH THE RED-NOSED REINDEER ... ... ‘

Elliott Lawrence ork. with quintet . . . Lou
Walters dickering for ownership of Doston's
Laun Quarter.

South.  Montmartre, New Havana nightery,
using top U. S. bands . . . Houston’s Shamrock
Hotel bought Eddy Duchin for Iebruary and
Guy Lombardo for a spring run . . . New Or-
leans’ Dixieland Jamboree All-Star Band has
been recorded commercially . . . Monctary out-
lay for Washington's sesquicentennial next year
may reach $30 million . . . Clearpool Club,
Memphis, reopened under new manager Art
Furlotte; new Cotton Club spots Billy Boyle
trio . . . New Dallas nightery, Jack Pepper’s
Show Time, using Den Moore's ork . . . Hotel
Raleigh, Washington, D. C., using hillbilly
music in its Pall Mall Room . . . Leon Enken
after Miami's Copa City . . . Teddy Powell re-
turned to the business of batoning Dcc. 22 when
he opened with band at the La Boheme Club,
Hollywood, Fla. . . . Miguelito Valdez opened
the new Hilton Hotel, San Juan, Puerto Rico,
Dec. 9, for at least twelve weeks . . . Al Schmidt

using Larry Wiley trio in his new Palomino
Club, Austn, Texas.

Ken Kennedy ork at Detroit’s Main
. O’Brien and Evans duo at Le
Jackson”

Midwest.
Street Club . .

Chateau, Bay City, Mich. ... “ Barn-

hart at Elmer’s Dog House, Westlake, Ohio
.. Don Pablo band recording for Latin Amer-
ican Records . .. Chicago’s William Karzas and
Ken Moore taking over the Blue Moon hall-
room, Wichita, Kan. . . . Wayne Gregg ork in
for four weeks at the Windy City’s Trianon
terpery beginning Feb. 7 . . . Cornetist Jimmy
McPartland set for a February date at De-

- -
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...................................................... oo Walt Disney
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....Hill and Range

Harms St. Nicholas
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troit’s Burgundy Roo . Motor City’s Club
Valley Ballroom using names.

Pianist-vibist Max Miller signed a five-year
pact with ABC . . . Chicago’s Blackhawk upped
its talent nut, starting with Eddy Howard, who
opens Jan. 4 for seven weeks . . . Sherman
Hayes and Henry Brandon now waxing for
Jimmy Martin's Sharp label . .. Bud Freeman’s
Galfer’s Club (Chicago) is an on-again-off-again
affair . . . David Le Winter about to begin his
fourth year at the Windy City’'s Pump Room

. Ron Perry was set for the Drake Hotel.
Chicago, this month . . . Will Back inked by
McConkey agency. Back set for the Claridge
Hotel, Memphis, Decc. 30, with Don Ragon
following Jan. 19 . . . John Carlo handling
cocktail outfits for McConkey out of Chicago.

Nat Cole’s brother, Pres. has been rehearsing
a band in Chicago . . . Frankie Masters will
hold at the Loop’s Stevens Hotel through Sept..
1950 . . . George Olsen into Chicago's Edge-
water Beach Dec. 16 for two months. Wayne
King plays Sundays at the hostel for eight
weeks . . . Variety Club of Michigan booking
names, at two-week intervals, for its Detroit
parties . . . Phil Napoleon, with Dixicland band.
opened at Cleveland’s Hollenden Hotel, Dee.
12, for four weeks . . . Ben Bard's Universal
Auractions signed Freddie Mitchell’s ork . . .
Joe Glaser setting pianist Ivory Joe Hunter to
lead a band to accompany Billie Holiday during
her current tour . . . Raymond Scott invented a
closed circuit television for Detroit’s London
Chop House during his stay there.

West.  Jack Kurtze agency pacted the Embassy
Four, the Bal Blue Three, and Bill Stanton's
Gentlemen of Note . . . Ray Anthony band to
debut on the West Coast with a 1950 date at
L. AJs Palladium Ballroom . . . Trumpeter

Charlie Shavers quit Tommy Dorsey . . . New
Hollywood nightery, Crewcut Oasis, run by

Eddie Desure and Curtis Mosby . .. Vibist Red
Norvo set for a spot in a forthcoming full-
length RKO flick . . . Arthur Michaud now
personnel manager for Freddy Martin .. . Spike
Jones and men before cameras for Harry Sher-

man’s “Really, Mr. Grecley” .. . Pianist George
Shearing’s  quintet booked for 1. A's Red
Feather, Feb. 8. for four wecks . . . Local 12,
Sacramento. Calif.. building a new headquar-

ters . . . GAC booking guitarist Les Paul’s trio.

GAC is not contesting Stan Kenton'’s desire
to book himsclf during his February concert
tour. Stan has placed deposit money on cight
or ninc auditoriums across the country: hell
also handle promotion personally . . . Billy Berg
working with the famed jazz trombonist at
managing Kid Ory’s Jazz Club, in Hollywood

. Ralph Costanzo trio holds at Phoenix’s
Steak House. with Pops Alex and His Jump-
Swingers at the same city’s Club Zanzibar . . .
Republic Studios used a 108-picce ork to sound-
track “Sands of Iwo Jima”: Victor Young con-
ducted . . . Tex Beneke filmed a short for U-l's
Will Cowan . . . Violinist Matty Malneck at
Hollvwood's Ciro’s.

Ish Kabibble broke in a fourteen-piece band
at L. As Casino Gardens . . . Lennie Hayton
taking a one-year lcave of absence from MGM
to tour with Lena Horne . . . Trombonist Fred-
die Keller, having leased Jantzen Beach Ball-
room (Portland, Ore.). is booking the spot with
semi-names, and playing his own band . . .
Jiltmore Rendezvous, L. A moved to straight
band policy, with 1.7 P. M. dancing . . . Red
Ingle holds uwnul Dec. 27 at L. A's Cashah

Club . . . Capitol Records inked Ray Robbins's
ork . .. Gene Mann, representing a group ol

theatre stockholders, was top bidder, at press-
time. for Earl Carroll's, offering $1.040.000.
Radio and Television. Chrysler dealers dropptd
Sammy Kaye's ET opus.  Kavye, rcturning to
CBS with his “Sunday Serenade,” is pushing
his “Lead a Band” idea for video . . . Kirby
Stone quintet on CBS-TV, Tuecs., Wed.. Fri.,
7-7:15 P. M., EST . .. Ford will bankroll Kay
Kyser’'s “College of Musical Knowledge” on
NBC-TV ... Rupneck’s, Chicago, has 11:30-12
P. M. remote on WBBNMI, Tues., Fri,, Sun. . . .
Lucky Strike may payroll an across-the-board
15-min. TV seg, featuring Benny Goodman and
ork . . . Vi and Jerry Wagner on WTN]J-TV,
Milwaukee, Mon. through Fri. . . . Jacques Cas-
cales trio on Ben Gage show over Hollywood's
KTTV . .. Lud Gluskin batoning an 18-piecc
unit for the Ed Wynn show, CBS-TV, L. A. ...
Radio maestro Mark Warnow died in NYC
Oct. 17 of a heart ailment.

Stan Myers conducts sixteen-picce ork for
KECA-TV (L. A.) opus “Let There Be Stars”™
. “Music of New Orleans,” over that city's
\VTPS spots George Lewis’s Ragtime Jazz
Band . . . Video nets agreed to pay \ASCAP
radio rates, plus 10 per cent, for five years . . .
More stafl conductors: Joe Gallicchio, “Garro-
way at Large,” NBC-TV, Sun., 9-9:30 P. M.,
CST; Joe Gallicchio, “Dave Garroway Show,”
NBC, 9:30-10 P. M., Mon., CST . . . Mahlon
Merrick, “Jack Benny Show,” CBS, Sun.,
4-4:30 P. M., PST; Walter Scharf, “Phil Harris-
Alice Faye” NBC, Sun., 4:30-5 P. M., PST;
Billy May, “Ozzie and Harriet,” ABC, Fri,
9-9:30 P. M., PST: Gene Hammett, “Camel
Caravan,” CBS, Sat., 8-8:30 P. M., PST; Billy
Mills, “Fibber McGee,” NBC, Tues. 6:30-7

P. M.. PST.
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Quer Federatior: Field

By CHAUNCEY A. WEAVER

1950

I.
Weleome to the glad New Year!
Let your song e one of cheer?
Ilcaird by all both far and ncar,

IT,
Let us prove that wars may ccascCy—
sher in the daiea ol petec—
Which lowy sinee the aongels sang
Aad carth with hallelujahs rang.

I,
The carth tor slaughter wwras ot made
That aran weight slay his brother wan;
For murder hic wras not arrayed ;
Owr Lord designed a higher plan.

Iv.
Centuries have gone their way
Who af us caw coint the cost?
Will this year wsher in the day—
We win—or onec again—"We've lost!”

One of the happy incidentals con-
nected with our thirty-four yvears of
mentbership on the National Exec-
utive Board of the A. F. of M. has
been the frequent long-distance
acquaintance with member musi-
cians throughout the length and
breadth of the national jurisdiction.

An instance which we shall long
remember was a chatce cross-
country contact with John Darrell,
of 11100 Duncan Avenue, Lynwood,
California.  We never met, but we
both playved the same type of in-
strument.

Johmn Darrell answered the final
roll-call on September 15. after a
heart attack of brief duration. For
the past six yvears Darrell had been
emploved by Los Angeles County in

the medical psychopathic depart-
ment.
Darrell’s ability as an instru-

mental performer is evidenced hy
his extended and unbroken call for
musical service. He went into the
British army as a hoy trumpeter:
was in the South African war, and
Egyptian campaign. in recognition
of which lhe received medals from
Queen Victoria and Edward VII.
After seventeen years' service in
the Dritish, and six in the Cana-
dian armies, lie canie to the United

States with an opera company.
1fere he toured with the Scottish
Kilties, the Ben Ilur Dramatic
Company and Ringling DBrothers
Circus.

Darrell was a member of Local
47, l.os Angeles.

Wisconsin Federation of Musi-

cians alwavs has one of tliose hum-
dinger State Conferences twice a
vear: and the one held at Water-
town, just as the October autumm
leaves were taking on their golden
tint, was no exception. Twenty-
six locals represented by seventy-
five delegates, composed the Dadger
State assemblage. DPresident Vol-
mer Dahlstrand presided; Vice-
President Jolm T. Pingel, of Eau
Claire, functioned in that capacity;
Secretary Roy E. Smith, of La
Crosse was record-keeper, and Don
E. Hacker, financial watchman, in-
scribed the dollar mark.
Conference delegates assembled
represented Appleton, Baraboo, De-
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loit, Beaver Dam. Eau Claire, Elk-
horn, Fond du Lac. Green Bay,
Kenosha. La Crosse. Madison. Mani-
towoce. Milwaukee (2). Momroe. Osh-
kosh. Racine, Shawano. Stevens
Point, Superior. Watertown, Wau-
kesha, and Wausau. N

The guest contingent embraced
George V. Clancy of Detroit. W. B.
Tlooper of Elkhart, Edward P.
Ringius of St. Paul. and Stanley
Ballard of Minneapolis.

The election of officers resulted
in the retention of President Dahl-

strand., Secretary Smith, Vice-
President Pingel, and Treasurer
Iacker.

Thanks to our long-time abiding
friend, IMrank DB. Field, of South
Norwalk, Conneciicut, we were in
receipt of full and complete copies
of all proceedings of the Sixty-
eighth National Convention of the
American Federation of Labor. lreld
at St. PPaul, in October, 1949—also,
the report of the Executive Council
of the American Federation of
Labor. The American Federation
of Musicians was represented by
the following delegation: James C.
Petrillo. Joseph N. Weber, Roy W,
Singer. Vincent J. Castronovo,
Charles L. Bagley. Frank . Field,
and Edward P. Ringius.

From the Taylorville (I1l.) Breeze-
Courier we clip the following anent
“The President’s Mail”:

One man who does not nced to specu-
Iate whether there will he any mail to-
day is the I'vesident. Just how much of
a problem that can be is made clear in
“Dear Mr. D'resident . . T, a newly
published book by Jra TL T, Smith,
head of the White House mail room
from 1897 to 1948,  The figures are
rather overwhehning, In June, 147,
President  Truman received 157.615
letters, 413,250 cards and 17,745 pick-
ages. The packages included such
items as three Spanish onionsg, one
worn white shirt, a ukulele with in-
struetion boolk, a 44-pound cherry pie,
two white kittens and a garbage can.
A radio appeatl for dimes to be sent to
the White ITouse and liater to the
National Foundation for Infantile Pa-
ralysis brought several hundred thou-
sand letters, cach with dime. ‘This was
in addition to the regular mail

It would be interesting to know

just what percentage of this mail-
box avalanche reaches the presi-
dential vision!

After erossing the New Year threshold,
We think of the Lone Stay State;
We belicre that the June-time climate

Is cverlastingly great.

In the light o) this glad assuraincr,
Soon you’ll sec that forward look:
Al cyes will be turning toward Ious-

ton,
Transpartation they awill boolk.

Some super-heated polities is a
matter of 1950 anticipation.

We wish all our friends and
readers of the International M usi-
cian, and “Over Federation Field.”
A Merry Christmas and A Happy
New Year!

For soothing lip comfort!

New TONEX
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MOUTHPIECE

It snuggles to the lips!

Trumpet, Cornet...............$8.50
Trombone. . .. ... . ieave$10.50

] You’ll go for the smooth, restful snuggle of
tne ToneX Balancer. Firmly, but gently, it rests against
your lips, offering you playing comfort that you never
dreamec possible.

The secret lies in the extra weight placed in the protruding
rim. This slight extra weight-addition rests the mouthpiece
gently in position, giving you that satisfying mouth-
piece “‘feel.”

You’ll get extra range with the
Balancer. Styled after four pop- |
tlar well-accepted cups, it har-
monizes cup, cushion, and bore
measurements, offering the es-
sence in outstanding mouthpiece
performance.

Your response and tone will show a satisfying boost.
Smoother, more dynamic tone is created by the doubly-
smooth lip contact and freer, more even lip vibration.
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NEW, FREE

SELMER CATALOG

Shows you the complete line of
Selmer instruments and acces-
sories. Send a card for your
free copy now! Address Selmer,

Dept. E-122, Etkhart, Indiana. |

For Trumpet, Cornet, and Trombone —Try a
ToneX Balancer at Your Music Dealer’s Today
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The Pipe Organ

Edouard Nics-Berger, offici8l organist of the New
York Philharmonic-Symphony Orchestra, kindly gave me
of his time and store of knowledge toward prepuiation
of this article. He told me many weighty facts about
the construction and playing of the pipe organ, only a
few of which—for lack of spuce—l can relay to my
readers. 1 hope the article docs convey, though, some
of the enthusiasm Mr. Nies-Berger imparted to me, some
of the devotion and fervor the pipe organ arouses in jts
player. nd 1 hope it gives an idea of the tremendous
scope of this, the King of Instruments.

N A SERIES describing the manipulation and func-

tion of various musical instruments, the pipe organ

is often left out altogether. The reason for this
omission is perhaps a feeling, not altogether unjustified,
that the organ is not an instrument in the ordinary scnsc.
With its four or so keyboards, its thousands of pipes*,
its scores of tabs and knobs and pedals, its power to
simulate a whole orchestra as well as each individual
instrument, its space-filling propensities, and its monu-
mental effects—all this weighed against the small figurc
at the console—one gets the idea that if an instrument
is involved, man is that instrument. The pipe organ
plays on him.

“Box of Whistles™

So that I shall not be guilty of contributing to this
misconception, I hasten to state the organ is a wind
instrument. The Scotch used to call it “a chest of
whistles,” and they weren't far off. If it is also an in-
tegral part of the architecture of innumerable churches
and concert halls, if it can outsound a waterfall, out-
weigh whole carloads of orchestras and take months to
build, it still makes music only because some human
being, his hands and feet obeying impulses of his heart,
can extract beauty from inanimate keys.

The organ started with Pan’s pipes—a row of hollow
* Carnegie Hall orzan has 4,381 pipes, and stands five stories

high. The organ in the Convention Hall, Atlantic City, is
a seven-manual instrument with 1,200 stops.

E. Power Biggs
Boston

Irwin Fischer
Chicago Philadelphia

reeds bound together roughly to form a scale and
sounded directly by the breath. Later a wind chest and
bellows were added—and this continues today to be the
basic principle of the organ. Of course little boys are
no longer lured away from their swimming holes to
pump organs of a Sunday morning, and organists don’t
come down with their fists on the keys as they had to
on the unwieldy instruments of the Middle Ages. Now
air is fanned into the organ’s lungs by great electrical
currents, and the sound is released by the merest touch
on the keyboard. An organ today actually consists of
five separate organs: the great, the swell, the choir, the
solo and the pedal. Each has its separate keyboard;
cach has its separate function. Now, too, the shape,
size and material of which the pipes are made are in-
finitely varied to produce different kinds of tone. But,
remember, the organ is still Pan’s pipes, sounding with
the same curiously unearthly sound, measureless and
timeless, which echoed down the corridors of the dawn
world.

The Organ’s Organs

A word about those five “organs” within a single
pipe organ. The great organ has the more powerful
stops to bring out the majesty and grandeur of the music.
The swell organ is used for enriching the great organ
with brilliancy of tone and color as well as dynamic
shading. It has a number of diapason, flute and string
stops, a reed chorus topped by a mixture—compound
overtones. The choir organ is used largely for accom-
panying, though it has some solo stops as well as harp
and chimes. The solo organ has, as one might assume,
more solo stops—flute, gamba, English horn, French
horn and the powerful “reeds,” trumpet, trombone and
tuba. The pedal organ functions in much the same way
as the double-bass and cello in the orchestra—that i;,
provides the groundwork. Understand, one can play
on two or more keyboards at once, sound two organs,
or cven three or four through the medium of mechan-
ical devices called couplers. Each organ chamber has
its own separate shutter to control crescendo and de-
crescendo and there is also a general crescendo pedal
which controls the entire organ.

Harold W. Beswick
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And lIts Players

The hugeness and complexity of the modern organ
make for complications. The touring organist can’t
carry his instrument in a case as can the violinist. A
traveling pianist warms up on the platform piano in
about ten minutes. The organist needs at least three
hours to get acquainted with his instrument, since cach
pipe organ offers, according to its period, its make, its
function and the acoustical properties of its hall, endless
variations and problems.

The end result of ali this pother is to make the
organist the mast inveterate stay-at-homer of all instru-
mentalists. He is the church’s organist as Rev. So-and-so
is the church’s minister. He 1s as integral a part of a
moving picture theatre as its frescoes. Diographies
which allow Joachim to have been a violinist, and Pade-
rewski to have been a pianist, immortalize Samuel
Wesley as organist of Camden Chapel, Guilmant as
organist of Ste. Trinite and Widor as organist of St.
Sulpice.

Beyond All Gadgets

Sheer size stands in the way even of artistic worth
in not a few of the pipe organs of modern manufacture.
Two hands and two feet can do just so much, even if
nimble wits guide them and a great soul motivates
them. So the organist must hold in mind, against the
temptation to become a cog in the machine, that beyond
all “effects™ of which the instrument is capable—and
these are almost limitless—lies that magnificent and
unique tone which only an artist’s untrammelled imagi-
ration can release.

And the technique for projecting this tone?

The organist requires first of all an exquisite sense
of tone color and tonai balance. It is as if he had a
roomfyl of palettes containing oils of every tint and
depth; another roomful of chemicals for the manufac-
ture of more colors; and a third roomful of brushes of
every variety of texture and size with which to apply
these tints. Yet, with all this wealth of color at hand,
the painter in organ tones has, aside from the very
vague and general designations composers old and new
have seen fit to add w their scores, only his innate
good taste to guide him. Each composition, therefore,

Floyd Wright
San Francisco

T. J. Crawford -
Toronto

dar more than is the case with any other instrument,
becomes a creation of the performer himself.

Then the organist must have a special touch, quite
different from that, say, of the pianist. .\n organ key,
once depressed, goes an sounding untl it is released,
and then just as suddenly stops sounding. The organist
must be as precisc as his instrument—press a note only
exactly as Jong as he wants it to sound. He has to be
able so to time this pressure and release in long passages
that the intervals spell perfect legato. He has to be able
to render absolute staccato when staccato is called for.
'‘Crispness of key touch (electro-pneumatic action on the
organ has helped in this), a superlative sense of har-
monic build-up and shading, and agility with hand and
footr—these make the organist. Regarding the latter
requirement: the organist must be able to think rght
hand, left hand, right foot, left foot all at once and in
terms of hundreds of stops, keys and foot pedals for
every phrase. Lct pianist or violinist ponder this fact.

Yet organists’ virtuosity often goes unrecognized.
And we think we know why. It is because organ music
comes so cheap. In churches organ music is thrown in
free. The organist’s role in the larger moving picture
houses is taken for granted. The organist in department
stores tucks in unobtrusively between rolls of yard goods.
Organ music on radio is all too often just a filler-in.

Scope Unlimited

Thus we have the curious contradiction of the player
on this “king of instruments” often being reduced to
wondering why he didn’t take up the typewriter. But
only in his weak moments. Let him sit at the console
and bring into being the great works of the masters,
release with one finger the sonorities of a whole or-
chestra, vibrate through great arched cathedrals, tear the
planks off the very floor of the soul—then, despite the
winds of ill fate and the rebuffs of his fellows, despite
the dull routine and the scanty pay check, despite the
(unpaid) summer recess and the unthinking public, he
kunows he has chosen well. He would not change his
instrument for the most lucrative, facile, and portable
tone-box in the whole realm of music.

—Hope Stoddard.
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Cechnigue

of Percussion

By GEORGE LAWRENCE STONE

HENRY WOELBER

ENRY WOELBER, of Local 9, called up recently to say he liked

the story I wrote some time ago about August Helmecke. Henry

15 not a drummer. He is a trombone player which, from a drum
nmer'’s standpoint, brands him a member of the opposition.  Seriously.
however, he is a great guy and as a trombonist he is tops, with a wealth
of experience in s;mphony, festival, theatre. and grand opera. For five
scasons with The Boeston Opera Company, Henry, playing bass trombone.
was scated in the pit directly in front of my percussion section.  Thus
I had the epportunity of looking over his shoulder at his music shect for
cues during some of those interminablv long waits which so commonly
occur in operatic percussion parts.  IHenry never let me down. [If he
ever missed an entrance [ was unaware of it.  He was, by the way, onc
of the first American-born musicians allowed to substitute in the Boston
Sympnony Orchestra at the turn of the century, under the direction of
William Gericke, and, in these days. for a young man this was quite
an honor.

At an early age Henry was bitten by the literary bug.  In conse-
quence, today he s the author of some two hundred articles. chiefly about
famous musicians and outstanding musical organizations in the Feder-
ation.  These articles are factual and most instructive.. Many of them
have appearcd in this magazine from time to time, as constant rcaders
will recail. And, 1f vou please, a goodly number of these articles have
been assemb'ed in a serap-book which, duly indexed and catalogued. may
be found anmiong the archives in the Boston Public Library!

Having in mind Henry's facility for putting his thoughts into writ-
ing. I suggested that a short note from him, amplifving the telephone
conversation referred to, might prove interesting vo International Musician
readers.  He sent the note and here it 1s:

"Dear Lawrence:

“Your article about a good friend, Gus Helmecke. opened the Hood
gates of many happy memorics. because in the years past [ plaved in the
orchestra with him during the long run of the famous Girl From Paris
show at the Herald Square Theatre. New York, and later, at the old
Park Theatre 1n Boston.

"1 can still sce Gus. sitting in the corner of the pit all by himself.
at peace with the world and minding his own business. yet he missed
not a cue nor a step in the dancing nuwmbers.  His subsequent work as
a drumirer recalls a remark made by Sousa: “The bass drum and cyimbals
should he plaved so as not to drown out the innermost voices of the band
but. rather, 16 accentuate and embelliskh the rhvthm.”  Perhaps Sousa
heard Gus' work while conducting his operettas, The Bride-Ilecr and
Ll Capitan. 1 remember Gus as a kindly fellow, willing 1o help any
struggling voung man over rough places.

“You make things so plain in vour drum column T sometimes think
I'll wke up drumming myself. even at this late age. Your remarks abowt
other musicians also are very iformative.  They bring back memories
of some whom I had almost forgotten. [ love music. the profession and
its people w5 no man ever did. Musicians are a colorful and interesting
lot: therr work makes them so.

T can stli see our old Boston Opera Orchestra, sitting {four abreast,
seventyv-two men strong. with vou four drummers in the last row: the
late Frankic Dodge. the late Jimmie Harrineton and the siill two live
wires, Tommy Hawkins and yoursell.  Nothing got by that scction.

“HENRY WOELBER.”

Thanks. Henry, for vour most intcresting letrer.  However. T must
point out a slight inaccuracy in vour last sentence. in which you say,
“nothing got by that section.”  We occasionally faid an egg.

Answering 1. O, F. San Francisco. there is indeed a rudiment called
the double flanr in drum literature. It is not one of the original Strube
rudiments. Tts use 1s more applicable to military and cxhibition drum-
ming than elsewhere but. plaved up to tempo. it is a tricky little beat

and onc well worth the time it 1akes to master.

INTERNATIONAL MUSICIAN



The double flam appears in one of the old drum books, Martial
Music, by Alvin Robinson, Jr. The title page of my copy of this book
is incomplete, but 1 have reason to believe its date to be 1819.

The right-hand double flam, designated by Robinson as Lesson 11,
is “performed by giving the right-hand single flam and the left-hand
single flam immediately after.” The left-hand double flam (Robinson’s
Lesson 12) is performed similarly, but with opposite sticking.

The double lam appears in the current N/RD book of exhibition
drumbeats in the number entitled Doubling the Army 2/4, by Jimmy
Lent. It may be found in French drumming, particularly of the military
type. Also, in Swiss drumming, where, in Dr. Fritz R. Berger's Méthode
de Tambour it is identified, when preceded by two single beats, as the
pataflafla-stroke.
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Back to the Robinson book, it is interesting to note that he refers
o what today we call paradiddle as padadiddle. Also he shows the
rough, consisting of four loud blows—L R L R—following in quick suc-
cession. This should be a good beat to practice in order to bring out
the contrast between it and our present-day four-stroke ruff, in which
we employ three grace-notes (soft blows) followed by a principal note
(loud blow).

Now that bird calls, animal imitations and various whistles seem
to be returning to favor in some sections, it may be timely to enumerate
the distinctive names of the sounds produced by various birds and beasts
as they are known. Strange to say, there are few duplications in this
nomenclature.

The hen cackles, the rooster crows, the turkey gobbles, the duck
quacks, the goose hisses, the horse neighs, the cow moos, the sheep bleats,
the pig grunts or squeals, the cat meuws, the dog barks, the wolf howls
(or, when he sees a pretty girl, whistles), the lion roars, the bull bellows,
the sparrow chirps, the pigeon coos, the frog croaks, the crow caws, the
monkey chatters, the elephant trampets, the camel grunts, the stag calls,
the rabbit screams (when wounded), the donkey brays, the bee hums,
the fly buzzes, the grasshopper chirrups, the swallow twitters, the chicken
peeps, the hound bays, and the owl /oots.

Which reminds me: when playing such imitations in a descriptive
number or on the air, it is well for a drummer to consult with his leader
and ask for sufficient time in which to play his calls «d lib. Imitations
are apt to appear in the drum part in conventional musical notation which
in no way accurately denotes natural rendition.

They are basic—the scales and excrcises of the drum. To be sure,
they are ancient and, in themselves, they remain unchanged. In the
meantime, there have been many changes in drumming. Like the music
it accompanics, drumming has advanced with the times, and today's
drummer performs in a manner the old-timer never dreamed of. The
modern drummer occupies the spotlight—a featured performer in his own
right—and a legitimate drummer as well.

Yet the fundamentals which underlic present-day performance have
not changed. Neither has the linc-up of playing muscles in our hands
and arms. A drumhecad is still a drumhead and drumsticks have not
changed in character during countless years. A rudiment is still a rudi-
ment, and to produce it on a drum today we must go through the same
set of motions as did our predecessors.

Thus, while the playing vocabulary of today’s drummer has been
greatly broadencd, it still stems from the same clementary foundation—
the same old rudiments. TFoundation in drumming may be likened to
the trunk of a tree, which must grow true to its type and atwain sturdy
proportions before ready to bear branches (the different branches in drum-
ming) capable of developing full spread.

Music not only 4as changed but it szl is changing and further changes
are bound to come. With every variation in style of music comes a cor-
responding variation in style of drumming, with the rudiments involved
altered to fit.  Often the part we are given to play causes us to depart
so radically from tradition that any similarity between the way we are
playing and the way we were originally taught is purely coincidental.

However, the farsecing drummer ever keeps his rudiments under
control and thus is prepared to alter his style at short notice with little
or no trouble.

DECEMBER, 1949
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THE VIOLIN

Views and Reviews

By SOL BABITZ

AUL BOENSCH of Memphis, Tennessee, writes: ‘Could you in-

form me if it would be practicable to have viola parts written in the

following way? Since violin and viola are of the same fingering,
they could play from the same part without need for learning viola clet,
like saxes, reeds and valve instruments.”
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This method is obviously practical, but it s very doubtful whether
it can replace the traditional one, if only because viclinists who take up
viola simultaneously learn the alto clef, in which viola parts are written.
The practicality of a notation method is not the deciding factor in its
general acceptance.

In 1672 Thomas Salmon published “An Essay to the Advancement
of Musick by casting away the Perplexity of difierent Cliffs and writing
all sorts of musick in one universal character.” This led to an abusive
dispute with eminent English musicians of the day, including the great
Matthew Locke. However, even if Salmon had not been controverted,
it is doubtful whether his suggestion could have overcome the natural
conservatism of human beings, which is prone to reject new ideas no
matter how practical.

Curt Sachs says in this respect: “Indeed, the modern fight for and
against the mysterious transposing natation for cors anglais, clarinets,
F-horns, B-trumpets, shows that we have preserved remainders of a
secret society mind: T myself remember my late master, Herman
Kretschmar. saying, in criticism of Felix \Ve.ngnrtnen unified notation,
that a score with all the voice parts printed in the same hey did not
look professional.”

Louis J. l’odgorsl\), a member of the Buffalo Symphony Orchestra,
has invented an ingenious device for training violin students. Called
the Calco Tone Graph, it consists of a metal chart with slots for each
of the four strings, gauged according to the semitones of the scale. Slid-
ing plastic buttons in each of the slots, numbered 1, 2. 3, and 4, repre-
sent the four fingers of the left hand. These may be moved about in
accordance with the instructions on about forty cards especially prepared
for teaching violin with the Tone Graph. The device is based on the
psycholomc’lllv sound principle of assocmtmg visual with physical study.
In the words of Brother Podgorsky, “Secing is l\nowmg and eventually
a mental picture of the violin fingerboard is acquired.”

The Tone Graph can be used in conjunction with regular teaching
methods, but 1 have found it particularly useful when combined with
my own method of teaching beginners with the aid of frets cn 1he finger-
board. Combined with the frets, the Tone Graph is a great tme-saver,

In bringing up the subject of tying frets on the fingerboard, I know
that I go against a deep-scated prejudice w hich will be difficult to over-
come. However, my own experiments have convinced me that frets,
used to guide the fingers to the correct point on the fingerboard during
the first and sometimes sccond year of study, are an absolute insurance
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against bad intonation and have o hwrmial cilect on the student. [
heartily recommend that teachers try this method before rejecting it with-
out experiment. It was universally used by teachers two and three
hundred years ago.

With or without frets, however, the Calco Tone Graph is worth
trying.

MUSIC RECEIVED—

“The New Yorker, David Zeikel” (for unaccompanied violin),
American Composers Guild, New York (53.00).

Written in quarter toncs, and accompanied by exercises, part of which
are quoted below, this suite of picces batlles me in its present form. The
following chord, for example, from the first piece “Broadway After Mid-
night,” is supposed to be played with the “b” and “a” one-quarter tone
flat, while the “e” remains natural:

-
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In addition, it is to be played “glissando-vibrato without the bow!!!”
(The three exclamation points are in the original instructions, so I need
not add one of my own).

Introduction to 4 tone playing

é = Y4 tone flat (minus)
S - Y4 tone shar% (plus)
sensa vidrato

DAVID ZEIKEL
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