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photos, and origins by the studios No. 1 per lonist fudes his # Water Chimes,
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POSTAGE: (free USA), Air Mail (USA) $1.00 | book, 75¢ ea. additional beok: Cassettes
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Learn cancer’s warning
signals. You'll be in
good company.

1

. Unusual bleeding or discharge

2. A lump or thickening in the
breast or elsewhere.

3. A sore that does not heal.

4. Change in bowel or bladder
habits.

5. Hoarseness or cough.

6. Indigestion or difficulty in
swallowing.

7. Change in a wart or mole

4 ]

7 If a signal lasts longer than two
weeks, see your doctor without

8 delay.

8 It makes sense to know the
seven warning signals of cancer.
It makes sense to give o the
American Cancer Society

3 = S

[

9

12 Handcrafted

CLARINET and SAXOPHONE
MOUTHPIECES

13

15 San Jose, Cadlif. 95117
16 Phone 408-248-1012

20—FREE LIST

22 || THE “BIG BAND"’ SOUND
23 || for small & medium size bands

27 Arran’g‘er:nems nclude conventional tenor band
plus “Big Band” sound using modern voicing
techniques. Up to 3 brass plus variety of voicings
for 3 reeds... Jazz, Standards, Rock. For sample
arrangement send $1.00 to cover cost of post

and handiing. Make check or M.O. payable to: e

BERNIE FARR MUSICAL SERVICES
P.0. Box 5056, Orange, CA 92667

INTERNATIONAL MUSICIAN




As a nation, we often have ex-
pressed embarrassment that
our country is not thought of as
being a so-called ‘“cultured
one.”” However, this em-
barrassment is based on a
myth. Too many people tend not
to be aware generally that to-
day we have as great artists and
arts institutions as there are in
the world.

And, too often it is thought
that this was simply a rude and
primitive country in its early
years. The fact is however that
18th Century Colonial America,
in the northeast and the south,
had homes of advanced taste
and cultivation. People read
poetry and philosophy, many
knew Latin and Greek, there
was a great deal of music in
the homes.

George Washington had con-
sidered, as early as 1789, urging
Congressmen to use their ‘‘best
endeavors to. . . accelerate the
progress of art. . ..”

how it was impossible for an
overall government policy of
support for the arts to emerge.

Attempts over the years to
formalize government involve-
ment in the arts got nowhere.
In 1877, Representative Samuel
S. Cox, of New York, intro-
duced a bill to establish a coun-
cil on art matters.

In 1910, under President Taft,
a Commission on Fine Arts was
established but limited its rec-
ommendations to matters af-
fecting the art and architecture
of the District of Columbia.

In 1938, Claude Pepper, of
Florida, introduced a bill to
establish a government fine
arts agency and, in 1954, I per-
sonally typed a proposed bill at
the request of Nelson Rocke-
feller and Oveta Culp Hobby. It
became known as “The Toe-
Dance Bill”’ and was discarded
with the others.

The story then, of Federal

The Arts:
An American Heritage

By Nancy Hanks, Chairman
National Endowment for the Arts and National Council on the Arts

many community theatres
everywhere in the country. It
became obvious, as audiences
increased and costs went up
that no longer could private
funds, no matter how generous,
be the sole source of support for
the arts,

As the people of the country
crowded our museums, filled
our concert halls, became
aware of dance in steadily in-
creasing and enthusiastic num-
bers, it was clear that they were
not regarding the arts as frivoli-
ties. They were demanding
more than traditional sources of
private funds could meet. The
National Endowment for the
Arts was established by Con-
gress in recognition of these
changes. With the strong en-
couragement of President
Nixon and the broad bipartisan
support of Congress, appro-
priations to the Endowment
have increased dramatically

support for the arts in the

the past two years to a total of

\‘ .N'\ ’

Nancy Hanks has a vast

understanding of the many problems besetting the
arts and strongly favors Federal subsidies to further
advance the cultural development of our nation. She
was appointed by President Nixon in October,1969, to
a four-year term as Chairman of the National Endow-
ment for the Arts. She is also Chairman of the Nation-
al Council on the Arts, a Presidentially appointed ad-

visory body.

in 1953 and 1954 Miss Hanks served as an Assist-
ant to the Under Secretary of the Department of
Health, Education and Welfare and in 1955 she was
Special Assistant to the Special Projects Office of the
White House. Then from 1956 to 1969 she was em-
ployed as Executive Secretary of the Special Studies
Project of the Rockefeller Brothers Fund. She was also
President of the Associated Councils of the Arts for

a time.

knowledge, sympathy and

Afterward, Presidents John
Adams, Jefferson, Madison,
Monroe and John Quincy
Adams urged the establishment
of national cultural institutions
and the encouragement of
government involvement in the
arts and sciences.

The legislators of the time,
however, were apparently more
interested in the physical devel-
opment of the country than they
were in artistic matters. There
had been some Federal Govern-
ment patronage but it was for
specific tasks, particularly the
construction of the Capitol.
There were many commissions
for paintings, murals and sculp-
ture after the British burnt the
building during the War of 1812,
and again in 1850 with the con-
struction of the Capitol ex-
tension.

But there was so much con-
troversy over the works created
that it is quite understandable

JULY, 1972

United States, until 1965, with
the passage of the Public Law
creating the National En-
dowment for the Arts, is largely

‘one of private initiative and

support.

While there was no Federal
support there was wide recog-
nition of the fact that art was
important in the life of the Na-
tion. Its development and
support became the respon-
sibility of individuals with
wealth and positions of lead-
ership in the community, joined
later by the private foundations
and eventually by some cor-
porations and business enter-
prises.

The years following World
War II saw an enormous rise in
the numbers of arts institutions
and organizations in the
country. Today, we have more
than 1,000 orchestras, 6,000
museums, hundreds of opera
ensembles and I don’t know how

almost $30 million from $8.25
million.

In broad terms, the Arts En-
dowment has established three
goals:

First, availability of the arts
— to encourage broad dissemi-
nation of the arts of the highest
quality across the country.

Second, cultural resources
development — to assist our
major arts institutions to im-
prove artistic and ad-
ministrative standards and to
provide greater public service.

And, third, advancement of
our cultural legacy — to pro-
vide support that encourages
creativity among our most gift-
ed artists or enhances the abil-
ity of a whole field to raise its
standards.

The Endowment’s Music Pro-
gram supports a complex
assortment of projects and pro-
grams to achieve these goals.

The Endowment’s support for

the country’s larger pro-
fessional orchestras places pri-
mary importance on public ser-
vice and artistic and admin-
istrative improvements. The
guidelines for the program also
stress the need for the or-
chestras to provide greater
opportunities for presenting
young American performers
and composers. They also
acknowledge the important
function of the orchestra to the
community in providing nec-
essary services for the other
performing arts in addition to
symphonic performance.

In the 1970-71 season, the first
year of substantial Federal
support to orchestras, grants
went to seventy-two orchestras.
The number of orchestras re-
ceiving some assistance has in-
creased to eighty-four in the
current season.

Of the orchestras supported,
the majority chose to extend
their services to a wider public,
while some concentrated on
projects conceived to improve
their quality of performance
and administration. In the
realm of public service ac-
tivities, just less than one-half
established special projects to
build larger audiences outside
their subscription series, and
almost the same number de-
veloped special in-school pro-
grams which included firm
educational plans prepared
jointly with teachers in the
schools. A few, like that of the
Minnesota Orchestra, served a
large, new regional audience
through cooperative devel-

opment and sponsorship pro-

vided by state and regional arts
councils. The orchestras which
selected to improve their opera-
tions at a higher level of quality,
on the other hand, sought
through additional rehearsal
time, the improvement of per-
forming personnel, more chal-
lenging programming and spe-
cial development programs to
become institutions of greater
artistic quality and to stabilize
their financial operations.

During this period a ferment
surged throughout the country
that seemed to belie the myth
that symphony orchestras were
relegated to the past. Instead,
they appeared to be in evolution
toward more effective service
to the total community within
broader artistic functions. The
St. Paul Civic Philharmonic Or-
chestra, for example, per-
formed a wide variety of pro-
fessional and educational vro-

grams within a pattern in which

the orchestra was able to ac-
commodate the performers in
smaller ensembles at every
possible level from the full en-
semble to a soloist.

The San Francisco Symphony
organized 750 students in a
summer orchestra workshop.
This was expanded into a seven-
week autumn session for 7,000
students and 500 parents and
adults. The Utah Symphony
provided concerts for audiences
in many isolated communities,
including many Indian reser-
vations, often through joint per-
formances with local choral
organizations, in a far-ranging
tour of 9,500 miles. The Jackson
(Mississippi) Symphony estab-
lished a string training program
in elementary and junior high
schools and sought to develop
new audiences through per-
formances in neighborhood
schools and churches while it
made use of a professional
string quartet for special
educational and concert pres-
entations. The West Virginia
Arts and Humanities Council
organized an extensive series of
performances by the Charleston
and Wheeling orchestras in the
heart of Appalachia.

And, the Seattle Symphony, in
six days in early April, gave
thirty-three concerts, nine mas-
ter classes, in seventeen cities,
towns and villages of Alaska.

The outcome of these or-
chestra programs lends firm
credibility to the comment of
the manager of the Saint Louis
Symphony, who reported, “If
the symphonies are on their
way out, not so here. We per-
formed at a neighboring town
where the teenagers literally
climbed into the rafters to hear
our symphony perform before
an enthusiastic audience of
some 5,000.”

The highly complex en-
terprise of producing opera has
engaged the attention of the
Endowment in frequent delib-
eration with the result that this
first year of Federal support to
opera companies, the 1971-72
season, is now underway.
Grants made to twenty-eight
companies are for varied pur-
poses. Some are directed to
building audiences on a regional
basis or for modest touring.
Others are for production
support, apprentice programs,
or development projects.

The Endowment also con-
tinues to support the National
Opera Institute which assists
singers and composers in addi-

(Continued on page twenty-six)
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Henry Mazer (left), associate conductor
of the Chicago Symphony Orchestra, is
musical director of the A. F. of M. Con-
gress of Strings program at the Univer-
sity of Cincinnati-College Conservatory
of Music and Doniel Lewis (right), fac-
ulty member at the University of South-
ern California, directs the program on
the West Coast.

The annual A. F. of M. Congress of Strings summer scholarship program was originated
fourteen years ago at the suggestion of composer-conductor Roy Harris and the enthusiastic sup-
port of the late A.
ley Ballard has served as Project Director of this unique program through the years.

The idea behind the Congress of Strings, sponsored by the A. F. of M. and its member locals,
is to discover and develop the very best string players available to help fill existing vacancies
in symphony orchestras and chamber groups and to encourage pursuit of serious music as a vo-
cation, thereby winn

in previous years, the Congress is utilizing two separate campuses this summer,
with sixty talented string instrumentalists from all sections of the United States and Canada be-
tween the ages of sixteen and twenty-three enrolled for an eight-week period at the University
of Southern California in Los Angeles (June 19 to August 11) and a like number located at the
University of Cincinnati-College Conservatory of Music (June 18 to August 11).

F. of M. President, Herman Kenin. International Secretary-Treasurer Stan-

ing greater public support for live music.

Miro Pansky Donald Johanos Milton Katims Eleazer de Carvalho

INTERNATIONAL MUSICIAN
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Richard Ferrin
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Each of the one hundred and twenty scholarship students chosen in local auditions
is provided with free transportation from the sponsoring A. F. of M. local's headquarters city
to one of the two centers and return; meals, housing, music lessons; and recreation facili-
ties. In daily practice sessions, regular symphony orchestra repertoire is studied, as well as
chamber music and small group instruction in bass, viola, cello and violin. Students have the
opportunity to study and to perform with equally meritorious faculty members and conductors
at each location. For some, the Congress of Strings is a first contact with really professional
standards of playing and pedagogy. The A. F. of M. neither demands nor expects anything
from the participants except eagerness to learn and sincere effort.

Henry Mazer, associate conductor of the Chicago Symphony Orchestra, is musical
director of the program at the University of Cincinnati and Danijel Lewis, faculty member at the
University of Southern California, directs the program on the West Coast.

At the University of Cincinnati, students study under Walter Verdehr, faculty mem-
ber at Michigan State University: Bernard Eichen, newly appointed concertmaster of the Den-
ver Symphony Orchestra; Harold Coletta, concert violist, former NBC Symphony Orchestra
recording artist; Roy Christensen, principal cellist of the Cincinnati Symphony Orchestra;
and Warren Benfield, double bassist of the Chicago Symphony Orchestra

Faculty members at the University of Southern California are Henry Siegl, concert-
master of the Seattle Symphony Orchestra; Dudley Powers, professor of cello at Northwestern
University and former principal cellist of the Chicago Symphony Orchestra; Richard Ferrin,
violist of the Chicago Symphony Orchestra; Ring Warner, teacher and co-double bassist with Os-
car Zimmerman at the National Music Camp; and Emily Austin, violinist of the Detroit Sym.
phony Orchestra.

Besides regular studies and daily practice sessions, the students will also participate
in chamber music ensembles and in one of the Congress of Strings orchestras. The series of
public concerts given by students attending the University of Cincinnati-College Conservatory of
Music will be under the baton of guest conductors Milton Katims (June 29), Donald Johanos
(July 13), Yehudi Menuhin (July 22), Henry Mazer (August 10). At the University of Southern
California students will perform under the direction of Daniel Lewis (July 5), Eleazer de Carvalho
(July 14), Yehudi Menuhin (July 24), Miro Pansky (August 11).

The 1971 A. F. of M. Congress of Strings was a particularly successful and rewarding
chapter in the Federation's scholarship program and it is certain that the 1972 season will re-
ceive even further accolades.

Walter Verdehr Harold Coletta

Warren Benfield

Dudley Powers Ring Warner

:

Emily Austin

Roy Christensen

Henry Siegl
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chestra and branched out on
their own as entertainers, sing-
ing their own material. In 1921,
combining forces with the
comedy team of Miller and
Lyles, Sissle and Blake pro-
duced ‘“‘Shuffle Along’ on
Broadway and wrote a score

=hse=r ==

P

j_,l\[
AN

Eubie Blake had no real con-
ception of his own staying
powers when he ‘“‘retired”’
twenty-six years ago. He was
sixty-two years old then, and al-
though he had just gotten
married, he felt the time had
come to sit back and rest on the
laurels he had earned in almost
fifty years as a pianist, singer,
composer and producer.

He tried to rest. He did re-
tirement type things, like going
back to school — he took a
course in the Schillinger System
of composition at New York
University, graduating at the
age of sixty-six. But retirement
is not his style.

“I'm afraid to retire,”” he said
recently. “When I die, I'm going
to die on the stage or writing
music.”

So, at the age of eighty-nine
Eubie Blake, slim, vital, bub-
bling with spirit and interest, is
back in the full swing of ac-
tivity. He has started his own
record company, Eubie Blake
Music, whose first record,
“Eubie Blake, Vol. 1,” consists
of one side of piano solos by
Blake (mostly his own com-
positions) and one side on which
he accompanies Ivan Harold
Browning who was the leading
man in “Shuffle Along,” the
1921 Broadway musical of
which Blake was a co-producer
and co-writer. This will be
followed by a disc that will be
all Eubie.

He has started his own pub-
lishing company and, after
writing two new rags in the fall
of 1971 (one of which is included
in his “Vol. 1 record), he is
writing six more new rags
which will be published shortly.

“These new rags are all pure
stride ragtime,” he said. “If
my pocketbook will stand it, I’ll
publish them in two editions. I
write rags like I play them —
too tough for most other pia-
nists. So I also wrote a simp-
lified version and I'll publish
these new rags in two books —
one for beginners and one for
pros like the Lion (Willie “The
Lion’’ Smith) and Jim Hession,
a young pianist out in Cali-
fornia. Oh, he gives me fits
every time I hear him — people
like Fatha Hines, the Lion, Jim
Hession, they give me fits.”

William Balcom, the classical
pianist who also plays rags (he
has recorded a set of rags for

é

Eubie Blake

By John S. Wilson
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Nonesuch Records) will proof-
read Blake’s new rags.

“It's not that I can’t read
music,” Blake hastened to point
out. “But I can’t proof-read my
own numbers because, no
matter what's on the paper, I
look at the notes and play them
right.”

In addition to producing rec-
ords, composing and pub-
lishing, Blake has been going
through an active series of pub-
lic performances in his eighty-
ninth year. Within a period of a
few weeks he played at Town
Hall and at the Whitney Mu-
seum in New York, gave a con-
cert at C. W. Post College on
Long Island, appeared at a
“Ragtime Jamboree’’ in Brook-
lyn and continues to make his
annual forays to Toronto and
Saint Louis for the ragtime fes-
tivals there.

In 1970 he received the first
James P. Johnson Award from
the Institute of Jazz Studies at
Rutgers University in New
Brunswick, New Jersey, where
James P. Johnson was born. In
accepting the award, Blake re-
called that he had known John-
son, eight years his junior, “as a
kid in Atlantic City.”

“I'put his wife on the stage,”
Blake said. ‘“‘She was a dancer.
She couldn’t sing much but —
wow!
legs!”

Eubie Blake’s life has cover-
ed an amazing span of Ameri-
can history. He was born James
Hubert Blake on February 7,
1883, at Hull’s Lane and Forest
Street in Baltimore, the
eleventh child (and the only one
to survive infancy) of John
Sumner Blake, who had been
born a slave in Virginia and
fought in the Union Army, and
Emily Johnson, also born a
slave in Virginia.

“] want the world to know
that my mother and father were
slaves,” Blake insists. “I'm
proud of my heritage. I want
everyone to know that I came
from slavery and went to the
top of my profession.”

He found what that profession
would be at the age of two when
he escaped from his parents on
a shopping trip, found his way
into a music store and began
picking out notes on an organ.
The owner of the store was so
impressed by the child that he
gave Eubie’s parents the organ

— she had beautiful,

with no down payment and at a
price of 25 cents a week. A year
later he was picking out
“Marching Through Georgia,”
a song he heard his father sing-
ing. By the time he was five he
could play the right hand part of
any tune he heard and at six he
began studying with Margaret
Marshall, a young Negro music
teacher who lived next door to
his family.

“T got my first job when I was
still a kid in short pants,” he re-
called. “It was at Aggie Shel-
ton’s. I got three dollars a week
and tips but I had no place to
spend it — I couldn’t go into a
saloon. Pianists in those days
had style. On Blue Mondays,
which was when Negroes didn’t
work — they weren’t given the
day off, they just took it off —
they’d go out and see girls and
have a good time. You'd pass a
house where a party was going
on, hear a piano and someone
would say, ‘That’s Hughie Wol-
fert’ or, ‘No, that’s Boots But-
ler.” You could tell one pianist
from another.

“A friend of my mother, who
was a very religious woman,
passed Aggie Shelton’s, recog-
nized my style and told my
mother. My mother didn’t
believe it, both as a matter of
morality and because, she said,
I didn’t play any more. That
was because I'd go to bed at
8: 00 P.M. and then sneak out a
window, slide down the roof, go
to a pool hall to change from my
short pants to long pants, and
go to Aggie Shelton’s. My
mother was shocked at the idea
of me playing in such an estab-
lishment. But the neighbor said,
“The boy’s talented. Where’s he
going to play?’ So my mother
relented. She let me play and

In 1906, when Joe Gans re-
turned to Baltimore from his
championship fight with Bat-
tling Nelson in Goldfield,
Nevada, he opened the Gold-
field Hotel and Night Club and
Eubie began an engagement
that lasted through seven win-
ters. Each summer he went to
Atlantic City where he played at
the Boathouse.

“The Boathouse was jumping
all the time.” Blake said. “I'd
go to work at 9:00 P.M. and I
might get off at 11:00 or 12:00
the next morning. You had to

play for people to dance and [

there was no one there but me
— no bass, no drums, just me
all night long unless Big Head
Wilbur or Cat Eye Harry might
stop in to help me out.

“In 1899, right after the Span-
ish American War, I composed
a rag dance that I used to play
a lot. There was a fellow known
as Charleston, a gambler, who
used to say to me, ‘Play that rag
that you wobble your bass all
the time.” He'd pay me money
and one time he asked me what
was the name of the piece. I'd
actually been calling it “Straw-
berry Rag’ or something. But I
said, ‘Oh, that’s the Charleston
Rag.’

“Many years later, when Otto
Harbach was President of
ASCAP, he told me that the
style I used on ‘Charleston Rag’
was very modern. ‘I'm sur-
prised to hear you say that,’ I
said. ‘That’s pretty old stuff.
It’s been around a while.’ But
then I realized that Otto Har-
bach would probably never
have been in the kind of places
you’d have to go to hear this —
at Greenfield’s in Baltimore, or
the Bucket of Blood in Atlantic
City, places that were just what

later I moved on to clubs and to
Atlantic City.” i

When he was twenty-one, |
Eubie was playing in Coot |
Jones’ dance hall where he
learned to use his left hand in
ragtime playing.

“I only had a fellow playing a
triangle tied to the back of a
chair,”” Blake remembered.
“No drums. So I had to beat the
rhythm out with my left hand
which marked the playing
ability of all the ragtime play-
ers who came up in that area. A
piano player was no better than
his bass playing with his left
hand in those days.”

| type of people I have ever come

they sound like, with the lowest

in contact with.”

In 1915, Blake was playing in
Joe Porter’s orchestra at River
View Park in Baltimore when
Noble Sissle came in from In-
dianapolis and joined the band.
The song writing team of Sissle
and Blake began there with

that included “I’'m Just Wild
about Harry,” “Love Will Find
a Way” and “Bandana Days.”
Two [years later they wrote
another Broadway score, ‘‘Cho-
colate Dandies” and, in 1924,
they created the score for a
white show, “Elsie.” In 1925
the team played England and
Europe and wrote songs for
“Cochran’s Revue of 1926” in
London.

Back in the United States,
Blake teamed with Andy Razaf
to write a score for ‘‘Blackbirds
of 1930”’ which included ‘“Mem-
ories of You.” And there was
another “Shuffle Along’’ in 1933
whichlis remembered primarily
because, after the show moved
to Chicago and was going west
from [there, Nat “King” Cole
and his orchestra joined the
show which stranded them in
Los Angeles and forced Cole to
do a single which soon grew to
the trio with which he became
famous.

During World War II, Blake
was a musical conductor for
USO hospital units, touring the
United States continuously for

Eubie Bloke, the lively eighty-nine-year-
old pianist and composer of numerous
standards — including "I'm Just Wild
obout Harry,” “Love Will Find a Way,”
“You Were Meant for Me,” "Shuffle
Along,” "Memories of You,” and “Lovin’
You the Way | Do™ — is still very active
and still being honored ond acclaimed.
Any pianist halt his age might well be
envious of the way he pertorms. His bub-
bling zest and exuberance are evident
not only ip his ploying and singing, but in
the enthusiasm he relates.

five years until his so-called
“retirement’’ in 1946. The year
before, he had married Marion
Gant Tyler (his first wife, Avis
Lee, died in 1928). She owned a
house in Brooklyn and her new
husband moved in with her.

“I got the coop with the chick-
en,” says Eubie with a gleam in
his eye. They still live in that
same coop.

His eighty-ninth birthday was
celebrated in February, 1972,
with a party at the Overseas
Press Club in New York at
which Blake played some of his
new rags, his ‘“Memories of
You” (‘“the song that’s kept me

“It’s All Your Fault,” first
played at River View Park and |
later introduced by Sophie |
Tucker at the Maryland ‘
Theater in Baltimore, ‘

The team moved on to New |
York where they joined James '
Reese Europe’s famous or-

eating all these years’”) and
Luckey Roberts’ ‘‘Spanish
Venus.” Maxine Sullivan sang,
“I’'m just wild about Eubie.”
“If you're happy,” Eubie
Blake told his friends, “I'm

[ happy. That’s what I’'m here for
i — to make you happy.”
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Musicians Approve New Theatrical
Motion Picture-Television Contract

Affected members of the
American Federation of Musi-
cians have approved by a
margin of 330 to 24 a new
Theatrical Motion Picture and
Television Contract negotiated
by their union and the Motion
Picture Association of America,
it was announced on May 30 by
A.F. of M. President Hal Davis.

The twenty-seven-month con-
tract, retroactive to May 1,
holds the line on basic wage
rates and is designed to
“revitalize employment op-
portunities for musicians,” Mr.
Davis noted.

Highlight of the pact is a
significant breakthrough in
revision of regulations govern-
ing musical tracking, whereby
only a limited number of a
musician’s guaranteed hours of
work can now be applied to
unrelated films. Previously,
guaranteed hours were cumu-
lative and applicable to any
series and/or individual films.
Now, 80 per cent of a guarantee
must be scored live; only 20 per
cent can be applied from
another series or film. The
union feels that this will mean a
substantial increase in work
opportunities for its members,
and an improvement in the
quality of films.

The contract clearly reaf-
firms that all background music
for theatrical motion pictures
must be scored live, thus ending
the recent trend of producing
motion pictures with “canned”
music.

Agreement was reached
providing payment to the
musicians whenever a future
film made for theatrical or free
television exhibition is applied
to a new use such as Pay
Television, Cable TV or video
tape cassettes. This return
adopts the same formula as now
exists when motion picture
films are exhibited on free TV.
Payments will be made an-
nually to all members through
the AFM-Employers Pension
Welfare Fund facilities.

The prior practice of divert-
ing payments from sale of
theatrical motion pictures to
free television through the
AFM-EPW Fund will now result
in most payments being paid
directly to the musicians once a
year.

Additional contract features
are: Increase in employer’s
contribution to the Pension
Fund from 5 per cent to 6 per

Are You Moving?

Please Report Any

Change of Address

To Your Local Union
Secretary

cent; increase in cartage rates;
automatic payment of vacation
pay; addition of new in-
struments (saxophone family,
organ and celeste when fur-
nished) to the doubling
category.

Important gains also were
made for members active in
music preparation.

The Federation’s negotiating
team met with industry
representatives in Los Angeles
in late April and early May. In
announcing the results, Mr.

Davis expressed appreciation
for the cooperation of the
union’s negotiators dnd ad-
visors, and of representatives of
Local 802 (in New York City)
and Local 47 (in Los Angeles).

Eligible to vote on the new
agreement were musicians who
worked on at least twelve
sessions for motion picture
andfor TV films during the
calendar year 1971. A total of
690 ballots were mailed. Of the
364 ballots returned, ten were
invalid.

Notice Regarding Symphony
Orchestras Trading Live Services
For Recording Sessions

It has been brought to the attention of the
Federation that in some instances symphony or-
chestras are exchanging live services called for under
the orchestra’s local trade agreement for recording
sessions,

It is the position of the Federation that such a
procedure dilutes both the terms and conditions of the
local trade agreement as well as the Federation's
national Phonograph Record Labor Agreement. Such
trade offs are not permitted.

For further information concerning this important
matter, contact the A. F. of M. Recording Department
in the office of President Hal C. Davis.

JULY, 1972

Don Ellis
tests for
Freedom of

Expression

Finds it best in Holton Trumpets.

Don Ellis is discovering totally new big band
sounds and colorations. Big band music with
wider, more flexible ranges of expression.
New time signatures. Advanced harmonic
and rhythmic ideas.

Composer, performer, clinician and inno-
vator, Don and his 20-man band are creating
a renaissance in contemporary big band
sounds . .. creating a new musical freedom.

At exciting times like these, no musician
wants his instrument to hold him back. He
wants a horn with the widest range of
expression, the greatest amount of freedom.
A horn which inspires confidence to seek
out the unexplored.

So, Don Ellis tested the best horns going.
Tested them soft, sweet, hard, slurred,
tongued. For tonal quality, overall intonation,

Don Ellis: Composer, performer, clinician, innovator
Concert and recording star for Columbia Records—
latest release, “Tears of Joy” Columbia G30297(S)
Composer and conductor of the music for the film
THE FRENCH CONNECTION

Don Ellis plays the Holton Model T-105 four valve quarter-tone trumpet.

timbre. For response in dynamics, tempo.
For feel. For comfort.

“After all the tests | picked the Holton
trumpet by Leblanc.”

Those are Ellis’ words. So are these . ..

“It's a real gutsy horn. Really projects when

I want to shout. Whispers when 1 want soft,

sensitive phrasing. it's a trumpet | can count

on to express the subtle mood every time.”
To find your new sound, follow Don Ellis’

lead. Test the Holton trumpet. . . the ultimate

freedom in musical expression.

Leblanc

LTON

G. Leblanc Corporation, 7019 30th Ave., Kenosha, Wisconsin 53141
Leblanc (Paris), Noblet, Normandy, Vito, Holton, and Martin
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| as another pension, dividends, | benefits started again. can pay benefits only ifu tlt"lZ

Lor interest — does not affect| Q.1 am confused about when | disability is expected to last
your social security benefit to file for social security dis- for at least twelve months or

| payments. ability benefits. I have heard | longer and is serious enough to

uestions
Q and
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»
’
’
»
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»

Answers sl | Bl Q. After my hushand died, my | about both a six-month waiting | rule out any substantial gainful
— son received monthly social se- | period and a twelve-month | work.

Q. My brother, who had
worked all his life in a job cov-
ered by social security, died a
few months ago. Who gets the
lump-sum payment from social
security?

A. If your brother was insured
under social security and living
with his wife at the time of
death, his wife gets the pay-
ment. If your brother wasn’t
married, the person responsible
for the burial expenses can re-

quest that the death benefit be
paid directly to the funeral
home. If, however, the burial
expenses have already been
paid, the person who paid them
can claim the death payment.

Q. I receive both a retire-
ment benefit from social se-
curity and a pension from the
US. Army. Does my Army
pension count as earnings?

A. No. Only wages and self-
employment income count as

curity benefits until he was |waiting period. Can you explain
eighteen. His benefits stopped, which is correct?
A. You should file an appli- | and my wife also draws benefits

however, when he left school for

Q. 1 get monthly retirement
benefits from social security,

a year. Now at nineteen, he | cation for benefits as soon as it | on my work record. My wife is
plans to attend a local college. | is determined that you are planning to start working gt a
Can he get social security bene- | likely to be disabled for a year | part-time job. Will her earnings

fits again? or longer.

A. Yes. The child of a retired,

The six-month period is the

affect my monthly benefits?
A. No. If she earns enough,

deceased, or disabled worker | waiting period. You can file | your wife may have part or all
can get monthly benefits until | your application during this pe- of her own monthly cash
twenty-two as long as he is in | riod, but no monthly payments benefits withheld, but this will
full-time attendance at an ac- | can be made for the first six full not affect your retirement
credited school and is un-|calendar months of a disability. payments.

married. Contact any social

The twelve-month period re-

Q. Since my husband died last

security office as soon as! fers tothe expected dﬂation of | year, I have been receiving

1
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-
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Without good strings a $1500
guitar won't sound like 2 cents.

The point is that all guitar strings
aren’t the same. Because they’re not
made the same.

And like Fender guitars, Fender
strings are better made.

monthly social security bene-
fits for my eighteen-year-old
son, who will be attending jun-
ior college next year. Do his
benefits stop at the end of the
school year — while he is on
summer vacation?

A. No, monthly benefit checks
usually continue for up to four
months of vacation if your son
was a full-time student before
the vacation period started and
intends to return to full-time
attendance when the vacation
ends.

{Continued on page thirty-two)

a o Take Fender’s “Mastersound”
Flatwound strings, for example.
- - - II\

AFM and EPW
Fund Report

The American Federation of

They are precision-wrapped to make
sure that you get an even tone.

And their surfaces leave the factory
perfectly smooth and uniform.
Otherwise you could have some tough

fingering. Musicians and Employers
The metal Pension Welfare Fund is now
allovs used over thirteen years old. It was

started in 1959 with the A. F.
of M. agreements with the
phonograph and national radio
and TV industries. The first
year pension contributions
were a little over $1,000,000.
In 1971 the contributions were
almost $7,000,000.

The AFM and EPW Fund
now has a balance of over
$58,000,000. It covers A. F. of
M. members engaged in all
A. F. of M. negotiated agree-
ments, the broadway shows, all
work in fifteen of the larger
locals and local officials and
employees in forty locals. The
fund provides coverage for over
90,000 members.

The plan provides for a pen-
sion which can be received as
early as age fifty-five, a death
benefit and a disability benefit.
The plan has a past service
benefit which supplements the
pension of certain musicians
born before 1921.

The trustees recently im-
proved the monthly pensions by
more than twenty-one per cent
and those musicians who have
already retired without a past
service benefit will have their
monthly pensions increased by
ten per cent. There are over
600 musicians receiving month-
ly pensions. In the last fiscal
year, the fund paid out over
$1,200,000 in monthly, lump
sums and death benefits. Since
inception, over $3,500,000 has
been paid out.

For additional information
| you may write to the AFM and
P I EPW Fund, 205 East 42nd
Street, New York, N.Y. 10017.
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are better, too.
Which makes
Fender strings

t ’ more magnetic.

| ’e er And the

° more magnetic
properties in a

gultar. string, the better

the sound.
That’s how using Fender strings can
help vou play better guitar. Here are
a few general pointers from the pros
that will also help:

Not carrying an extra set of strings
is like driving without a spare. If there’s
a break, you’re stuck. That’s why most
guitarists carry extra sets. Just In case.

Preventive maintenance is also a
good idea. As a string begins to show
signs of wear or sounds a little lifeless,
change it. Before it breaks.

So next time vou buy guitar
strings, buy Fender. Every
little bit helps.

ende

CBS Musical Instruments, A Division of CBS, In¢
1300 E. Valencia, Fullerton, California 92631
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One of the more remarkable
about-turns in any musical
career has been that of J. J.
Johnson in his decision to
virtually give up playing, in
favor of a new life as a writer of
television and motion picture
scores.

Though he has been writing
music just about as long as he

has been playing it, his public ||

image as a trombonist has been
so strong, for so long, that the
transition has proved unusually
difficult.

Born in Indianapolis, In- |

diana, January 22, 1924,

B
J. J. Johnson

Johnson took up the trombone
at fourteen. His original in-
fluences were Trummy Young,
Tommy Dorsey, Jack Tea-
garden and Dickie Wells. After
touring with a couple of ter-
ritory bands, he worked mostly
with Benny Carter, often in
California, from 1942-45. Next
came a year with Count Basie, |
followed by jobs with various|
bebop combos along New
York’s 52nd Street, and tours |
with Ilinois Jacquet’'s small
band in 1947-49.

By 1952 a slump in steady
work led Johnson to retire from
music entirely for two years. |
He then teamed with fellow‘
trombonist Kai Winding, and |
for two years they toured very
successfully as “The Jay and
Kai Quintet.”

Du?'ilillg the rest of the ’§Os,
Johnson led his own small.]azz
group much of the time,|
disbanding in 1960. By that time |
he had begun to achieve‘|

|

recognition as a COMPOSEr. In
1959 he took part in a per-

JULY, 1972

formance by the Monterey
Festival Workshop Orchestra
of his El Camino Real, Sketch

for Trombone and Orchestra
and other works. In 1961 his
extended composition, Per-

ceptions, was recorded with a
large orchestra conducted by
Gunther Schuller.

O.ther Johnson compositions
during the 1960s included Euro

(Continued on page twenty-six)

Mel Davis

KING &
reigns supreme
with kings of

the trumpet world

In jazz, rock, band, pop, symphony,
King delivers a master-touch of excellence
great artists demand

Every musician has his own ideas, his own
needs, his own personality to express, and King
has the answer for them—not with one but with
a series of superbly crafted trumpets. The

King Silver Flair, completely new in design, has
rocketed to the top in popularity among
professionals. The King Symphony has long been
a solo instrument and the backbone of trumpet
sections in leading orchestras. King trumpets
with Sterling Silver bells (a King exclusive) have
been chosen by outstanding artists in all

fields, especially those who do

demanding recording work.

NAT ADDERLEY
Great jazz trumpet
and cornet player
brings a basic blues
roots to modern
jazz.Natis the “big
sound” intoday’s
modern music.

\bbdy ‘ '
KING MUSICAL INE‘:TRQ

33899 CURTIS BLVD. - EASTLAKE, OHIO 44094 o 1 . ‘ ~v 8 3 }TL alis
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By Helen McNamara

Composer

Fred Stone
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Fred Stone is quite likely the
only Canadian musician to go
on tour with Duke Elhng'oon S
Orchestra, an experience he
will long remember.

The thirty-six-year-old Tor-
onto trumpet and flugelhorn
player and composer-arranger
joined the world famous band in
March, 1970. When he had re-
turned home eight months later
he had covered a vast expanse
of the United States and Eu-

mgtem was knocked out in
more ways than one. For one
who had done little traveling it
was an exhilarating experience
to see for the first time such
countries as Norway, Den-
mark, Sweden, Switzerland,
Germany, France, Monaco,

Italy, Sicily, Yugoslavia, Hun-
gary, Czechoslovakia, Holland.
It was also exhausting. The
fifteen or more countries he
visited were covered in thirty
days.

He returned home in August
to recuperate, then set off with
the band once more. By Oc-
tober he had decided that
though it had been exciting
touring with the great jazz or-
chestra, there was little time
left for his own creative efforts
as a composer.

Not that Mr. Ellington had
overlooked his composing tal-
ents, Fred quickly points out.
Two of his compositions,
“Maiera” and “Leah,” named
after his two small daughters,

became a part of the or-

chestra’s concert repertoire.

“They were played at every
concert and I soloed on them,”
Stone recalls proudly, adding
that he was complimented that
“they were the only non-Elling-
ton works on the program.”
The two works have since been
recorded, the former as part of
Ellington’s new ‘‘Afro-Asia
Suite.”

Stone’s decision to leave the
band was sparked by his own
needs as a composer. In
Toronto he is noted for his mu-
sicianship, but he is equally
concerned with writing ar-
rangements and compositions.
With the Ellington aggregation,
he found his time limited.

“There just weren’t enough
hours in the day,” he said. “Be-

a new dynamic for music
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Introduced only recently, this revolutionary new
slide reference for theory and harmony has already
found its way into colleges and universities, sym-
phony orchestras, rock groups, chamber ensembles
...is being used by students, teachers, serious ama-
teurs, working professionals...by composers and ar-
rangers...by musicians in every category who recog-
nize that the learning process never ends. In fact,
it begins anew with the Musigraph. This truly in-
genious, slide-rule type device answers hundreds of
questions—almost any question you can think of—

with consistent musical accuracy.

provides the most comprehensive coverage of theo-
ry and harmony facts and examples to be found in
any single reference source—anywhere. It presents
information clearly, logically, and in a context that
enhances both the understanding and practical ap-
plication of everything from scales to harmonic o-
vertones. Some of the subject matter covered in-
cludes key and signature, intervals, inversions, con-
struction of chords from triads to 13ths, all major
and minor scales and modes—including Lydian, lo-
nian, Mixolydian, Dorian, Aeolian,
rian, melodic and harmonic minor—root relation-
ships, harmonic function, transposition (including
all instrumental transposition), major, minor and
chromatic harmony, chord substitution, embellish-
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ment, modulation and much more. The Musigraph
indexes over 100 harmonizations for any melody
note. It strips the mystery from musical acoustics—
graphically displaying the harmonic overtone series
on any root, plus the vibration frequency ratios of
all intervals. An indispensable reference tool—hand-
somely designed, and quality-constructed in high
impact plastic for a lifetime of use—it comes com-
plete with protective sheath and detailed instruc-
tions. Order the Musigraph with confidence. If dis-
satisfied for any reason, return it within 15 days
for immediate full refund of your purchase price.
Initial production quantities limited. Order today.

JUST $7.95 POSTPAID. USE COUPON TO ORDER.
=% MUSIGRAPH COMPANY
400 Woods Road, Teaneck, N.]. 07666
Sirs: | enclose payment in the amount of $7.95 (N.]. resi-

total $8.35). Rush me the Musigraph.

If dissatisfied for any reason, | may return it within 15
days for full refund.

The Musigraph 100

sides I found that hotel rooms
are not conducive to writing.

knew it was time to come
home.”

With the resumption of his
career in Toronto, Fred is now
active again in the recording
field, working with his re-
hearsal band, and writing com-
positions, of which one example
is his work for flugelhorn and
symphony orchestra.

As a performer he is difficult
to categorize, since he is just as
much at home with a symphony
orchestra as he is with a big
band or a jazz group.

It’s easy to understand when
one delves into his background.
Surrounded by a musical at-
mosphere since his childhood,
Fred is the son of Archie Stone,
for many years leader of the pit
band at the Casino Theatre, a
vaudeville house now de-
molished but forever re-
membered for its parade of
stars since the 30s.

Fred remembers visiting
the theatre when he was six
and seven years old. At seven-
teen, he was a member of the
band, doing the grinding rou-
tine of four shows a day;
learning as his father had
taught him that “a pit band
musician must have flexibility,
be able to play anything and
everything, learning how to
change tempo or key every few
bars.”

“There was a lot to learn,”
said Fred with a smile, re-
membering the stripper who
brought along an arrangement
for “The Rite of Spring” for a
four-piece band.

At twelve, Stone had studied
trumpet with Toronto’s Morris
London, then spent several
months in Philadelphia work-
ing with Donald Reinhardt,
teacher of many brass players
in the Philadelphia Symphony
Orchestra. For a time, Fred
studied at the Royal Con-
servatory in Toronto with. the
distinguished Canadian com-
poser, John Weinzweig, and
later with Gordon Delamont, a
noted teacher of arranging and
composition. Despite his teach-
ers’ considerable reputations,
Stone found that he succeeded
better on his own.

“l found that I wrote by
sound, and that’s the way I still
write, sitting at the piano until I
find a sound that appeals to me.
I think of the work next in a
rhythmic context, then a melo-
dic line. After that it all starts
to take shape.”

Four years ago when he was
leading a fifteen-piece re-
hearsal band he wrote “Leah,”
‘“‘Stone Poem,” ‘“Ballad One,”
“Tamar,” ‘“Reflections on a
Theme’’ and ‘‘Cassiopea,”

which were later performed,
in March, 1968, by the San
Diego State College Band at

(the annual Cerritos College

Festival, Norwalk, California.
Just a few months before, in

[late 1967, Stone was featured

soloist with the Winnipeg Sym-
phony Orchestra in the world
premiere of Norman Symonds’
“Concerto for Jazz Quartet and
Orchestra,” conducted by Vic-

[ tor Feldbrill.

—

That same year he soloed
on another Symonds work,

Mercer (Duke Ellington’s son) | “Citerama '67,” created for a
tried to encourage me but I|
knew I had to make a decision. I | in the Community Pavilion at
| Expo 67 in Montreal. In March

total environment show at Man

of 1971, he performed another
Symonds composition, ‘“The
Nameless Hour,” with the Tor-
onto Symphony.

In 1969, Stone was given a
Canada Council grant to con-
tinue his composing efforts,
which eventually led to the
writing of his ‘‘Suite for Flu-
gelhorn and Symphony Or-
chestra.” The work was given
its premiere in December, 1969,
by the Toronto Repertory En-
semble, conducted by Milton
Barnes.

Stone also wrote the score for
“Challenge of Change,” a Na-
tional Film Board movie on
man’s technological achieve-
ments contrasted with primi-
tive methods.

During his career, Stone has
appeared on many recording
sessions, of which the most not-
able was the recording of Ca-
nadian jazz compositions with
Duke Ellington as guest soloist,
in Toronto, in July, 1967. That
same year Fred appeared with
a contingent of Canadian mu-
sicians in the International
Freedom Concert in Detroit,
with as guest star. It is on
these sessions that he assumes
Duke Ellington first heard him
play.

When the band played an
engagement at the Royal York
hotel a couple years later, Fred
was asked to do an Ellington re-
cording session. Not long after
Duke asked Fred if he'd like to
come along.

Fred laughed. ““I thought he
meant for a cup of coffee or a
beer. So I said ‘where?’ and he
said ‘everywhere!’ ”’

Stone’s playing is so indi-
vidualistic it is one reason ap-
parently that the Duke hired
him. Another reason could be
his use of electronic trumpet
and flugelhorn, which helped
lead him into experimental
music.

Influenced in his early years
mostly by Miles Davis and
Dizzy Gillespie, he eventually
decided that it was time to stop
listening and start creating. “I
have found,” he says, ‘‘that the
development of new electronic
equipment has been one of the
most important keys to moving
forward. There are tens of
thousands of sounds possible by
means of it; a whole new range
of excitement.

“‘Nothing is predetermined in
this music; it rests on total co-
operation by the people in-
volved. Each player has to be a
listener and a complete identity
in the group. He has to be ag-
gressive when he feels there is
a new direction to be taken.

“You have to be self-suf-
ficient in a situation where
there are almost no chords, just
a series 0f sounds. And you
have to trust your hearing im-
plicitly. It is possible to arrive
at an amalgamation, a fusion.”

This quest for individuality
obviously appealed to Mr. El-
lington for as Fred later pointed
out: ‘“The Duke hired me be-

cause he wanted my identity as
a soloist.”
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In 1752, the great flutist, com-
poser, and theorist Johann Joa-
chim Quantz gave the following
description of the viola:

The viola is commonly re-
garded as of little importance in
the musical establishment. The
reason may well be that it is
often played by persons who are
either still beginners in the en-
semble or have no particular
gifts with which to distinguish
themselves on the violin, or that
the instrument yields all too few
advantages to its players, so
that able people are not easily
persuaded to take it up.

(On Playing the Flute.
Translated and edited by Ed-
ward R. Reilly)

Although Quantz goes on to
say that the viola does fill an es-
sential harmonic role and
sometimes plays an important
melodic part in the orchestral
music of that time, the derision
the viola was then held in is
very apparent.

The viola has had a long, up-
hill struggle in the quest for
equality with its sibling stringed
instruments, the violin and
cello. In the nineteenth century,
composers looking for new
timbres and intrigued by the
unique sounds of the viola sud-
denly discovered the instru-
ment. Harold in Italy by Hec-
tor Berlioz was one of the ear-
liest major works of the nine-|
teenth century for viola solo|
and orchestra. In this master-
piece, the viola eloquently per-
sonifies Byron’s melancholic
Harold in his wanderings.

Thanks to the valiant efforts
of such eminent violists as
Lionel Tertis and William
Primrose in the earlier decades
of the twentieth century, the
viola no longer conjures up the
image of the ‘left-over violin-
ist” or the aged, infirm string
player who, no longer able to
move his fingers or bow arm, is
relegated to the back of the vi-
ola section — an obvious act of
disgrace in the eighteenth cen-
tury.

The most recent phase in the
affirmation of the viola as a
viable instrument is the recent
formation of the Viola Re-
search Society, an organmza-
tion presently located in Kassel,
Germany. Led by the Austrian
violist, teacher, and musicolo-
gist Franz Zeyringer, the so-
ciety is geared to being a store-
house of practical, historical,
and musicological lmowlgdge
about the viola for musician