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The Spirit of 75

Now we are 75. . . .

Preparing this unprecedented Anniversary edition has been, as tasting
the pudding hopefully will prove, a labor of love. We at Billboard
confidently expect that many of our readers will savor its highly scasoned
contents (along with our new year-end Trendsetter Awards and annual
Talent Directory) for many years to comc. We can promisc that there
will be nothing like it until Billboard hits 100—and 25 ycars is a long
time to wait.

The Billboard, as it used to be called, obviously has changed radically
through the years, in both form and content. Qutdoor cxploitation, fairs,
circuses, tent shows and vaudeville have given way to international music
and entertainment, including all their abundant facets: records, tape, talent,
radio, song publishing, coin and so on. This industry of entertainment is
not an easy one to record; like the sky it is never the same two days
running, beautiful and forbidding by turns, full of dark clouds and storms,
sunrises and rainbows. Miraculously, as one aspect of the business faded.
decayed or lost its broad public, another has smartly taken its place. That
is one lesson we learned as we pored over thosc old issues, lingering and
sometimes laughing over the past.

Mostly, we were pleased at our editorial positions through the vears,
using contemporary (and infallible) 20/20 hindsight; occasionally we were
discomfited (our review of “My Fair Lady” called it a pleasant show but
one that would not do well on records). We (and remember the average age
of our editorial staff is 36; the oldest is 61, and the youngest 22) were genu-
inely impressed by the unity of spirit that pervades the book—from our very
first to the most recent of Billboard’s “weekly miracles™ as the staff grossly
refers to them.

Being somewhat new to Billboard made it for me all the more incisive.
I used to shudder slightly when 1 heard our far-fung and tireless sales staff
say without a trace of coyness, “the product has editorial vitality.” To refer
to the weekly miracle (now I'm doing it) as The Product was bad enough,
but editorial vitality? The phrase no longer makes me wince. We mean it.
£.nd if the phrase has a slight perfume of cliche about it, it also has the sting
of truth. Yes, we had it then and wc have it now . . . nor have we ever lost
the art of communicating this élan viral, in our own Billboard-ish style, to the

industry at large. Look through this issue. Page by page it is therc for all
to scc.

In a sense, looking back over old issues is unfair to a newsweekly;
Billboard is published anew cach week, fresh and gleaming, and as full of
hard news and essential industry communication as we can make it. But it
is of and for that weck. At best journalism is an imperfect art; cach week
without pausc Billboard makes a unique “raid on the inarticulate.” within
the “gencral imprecision™ of our ever-changing industry. And now we are 75.

We're proud of our years; proud of the glowing and growing industry
we reflect; proud of our sustained leadership and the fact that we’ve never
relinquished it; lastly, we're proud of that integral vitality that so many varied
and fascinating talents have nourished through the years.

Suddenly we arc into the 1970%s. . . .

This week’s Billboard is the last of the decade. The Sixties arc over and
donc with. The 70’s have their own stark set of challenges. Asked what he
thought was the principal challenge of the Seventics recently, Arthur Godfrey
replied, simply, “Survival.” And therc arc many who agree with him, for
our political environment is under question; our social environment is under
attack, and our natural environment is incrcasingly fouled by man-made
pollution.

Seventy-five ycars docs not give a man—or a publication—serenity.
Certainly not security. But they do give something called The Long View
of Things. As the saying goes, we've got news: the great entertainment indus-
try we all serve will survive. We shall survive.

As T.S. Eliot has said, “Old men should be explorers.” They should
bring youth their heritage of wit, service, wisdom, cunning, experience and
sustaining will to conquer the unexpected and the uncharted, the new trend
and the new challenge. At Billboard, our 75 years of “age™ serve a similar
function as we look and move ahead. As we enter our 76th year of publica-
tion, and simultancously, the new decade, The Seventies, we look with grati-
tude on the past, pride and humility in the present, and a hecalthy awe of the
future. Whatever they hold, the Scventies will unfold here, each and every
week. Like it’s going to be. Like it is.

—MORT L. NASATIR
November 30, 1969

Billboard is published weekly by Billboard Publications, Inc,, 165 W. 46th St., New York, N. Y. 10036. Subscription rate: annual rate,
$25; single-copy price, $2. Second class postage paid at New York, N. Y., and at additional mailing offices. Current and back copies of
Billboard are available on microfilm from 3M/1M Press, P.0. Box 720, Times Square Station, New York 10036.
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Working hard to be best is part of the history of
Billboard Publications. Serving the reader—which is,
after all, the only way of serving the advertiser—was
the objective of Billboard from its beginnings 75 years
ago.

The best available information indicates that Bill-
board was founded in Weilert’s Saloon on Vine Street
in Cincinnati over two schooners:of beer. The time was
1894, and the publication began as a partnership be-
tween William H. Donaldson and James F. Hennegan.
It is interesting, and perhaps prophetic, considering the
later acquisition of Watson-Guptill and American Artist,
that Bill Donaldson’s father started his business career
as the owner of an art supply and picture frame estab-
lishment. By 1894, however, the elder Donaldson was in
the lithographing business and Bill Donaldson was a
salesman for his father's company. Hennegan also
worked for his father, at Hennegan Printing Company.

The idea for Billboard came from Donaldson whose
father’s firm specialized in printing billposters for travel-
ing shows. Bill Donaldson figured the people in this
business, who called no place home or were home only
a few months of each year, would appreciate a publi-
cation which enabled them to keep in touch with one
another.

The first issue of what was originally called Bill-
board Advertising was published November 1, 1894,
Across the front cover ran the slogan—"A monthly
resume of all that is new, bright and interesting on the
boards.” More to the point, Donaldson—who was edi-
tor of Billboard Advertising—explained that the publi-
cation would be “devoted to the interests of advertisers,
poster printers, billposters, advertising agents, and secre-
taries of fairs.”

In its first issue, Billboard Advertising made a decla-
ration of editorial responsibility: “We will carefully
canvass the field we have entered, ascertain its needs and
requirements, and ground ourselves thoroughly in the
principles of a policy that will enable us to best achieve
our aim.” That would still be a good definition of ob-
jectives for any publication.

The first issue of Billboard Advertising contained
eight pages, sold for 10 cents a copy. A one-year
subscription could be purchased for 90 cents—payable
in advance, The makeup inside was four columns with
ultra-conservative, one line, one column headlines. There
was a page of display advertising and a page of classi-
fied—and a significant number of the advertisements
in the first issue came from Donaldson Lithographing.

Special editions began almost immediately. Two
months after its founding Billboard Advertising pub-
lished its first special—a New Year's number. This was
followed July 1, 1895, by a mid-summer special and
November 1, 1895, by a Thanksgiving edition.

By June 1, 1896, the publication was enlarged to
include an agricultural fair department, and one year
later, sensing broader horizons, the name was changed
to The Billboard.

Toward the end of the century, Donaldson got into
a scrap with Hennegan over a question of editorial, and
for a time Donaldson took no active part in the publi-
cation. By 1900, from all accounts, The Billboard was
bankrupt. That year Donaldson acquired Hennegan’s
interest in the company by personally assuming the pub-
lication’s liabilities. Broke or not, The Billboard pub-
lished its last monthly issue May 1, 1900, then changed
its publishing frequency to weekly. The first weekly
edition of the Billboard appeared dated May 5, 1900,
and thus began 70 years of uninterrupted weekly pub-
lication.

During 1901, Donaldson reshaped the editorial di-
rection of his publication. In March, he published a
street fair number. By October of the same year, he
had departments or columns for street fairs, carnivals,
stock and repertoire, parks, music and opera, minstrels,
buriesque, and vaudeville.

As early as 1901, Billboard signed an agreement with
The Cincinnati News Company under which the news
company supplied copies of the publication to all news-
stands, news agents and train agents.

Approaching its tenth anniversary in 1904, The
Billboard’s logo-type was changed to a design that
would be retained until the middle of the Twentieth
Century—and in June 1913, the periodical published
its first full color cover. By that time, the Company had
opened offices in New York and Chicago and, in 1906,
had added a music column for New York publishers.
In 1907, a department was started called the World
of Moving Pictures.
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A Brief History of
Billboard Publications, Inc.

By DICK SCHREIBER

George Richard (Dick) Schreiber is
currently vice president and editorial
director of Billboard Publications. He
is also a member of the board of di-
rectors. He was mamed to this posi-
tion in 1968 following 23 years as
editor and publisher of Vend. a pub-
lication he helped to found in 1946
and part of Billboard Publications.

While teaching in the Humanities
Division of the University of Chicago, Schreiber joined
Billboard Publishing in 1946 as executive news editor. One
year later, in 1946, he was named editor of Vend at its
inception, the first publication to concentrate exclusively
on merchandise vending.
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In February 1912, Billboard moved into a skinny,
six-story building in Cincinnati. Until after World War
11, when the need for additional space caused the Com-
pany to move its Cincinnati facility to 2160 Patterson
Street, 25 Opera Place was one of the most famous
addresses in the world—a sort of home away from home
for theatrical people everywhere.

From the beginning, Donaldson figured people
ought to want his publication enough to pay for it.
In 1920, six years after the Audit Bureau of Circula-
tions was founded, Billboard applied for membership in
ABC, and was accepted.

Under Donaldson, Billboard’s editorial was imagina-
tive and bold. During the last half of this Twentieth
Century editors of both businesspapers and special in-
terest consumer magazines are more and more exer-
cising leadership, not only in their own market but
in the larger questions which confront the world. Don-
aldson never hesitated to editorialize on an idea which
seemed to him to need expression.

For example, in a July 1913 editorial he wrote:
“Might never makes right, hence the victories of vio-
lence are vain. We hope and trust, however, that none
of our readers will overlook the opportunity of beating
up a procuring pimp whenever and wherever chance
offers.”

Or consider this message which ran in 12 point bold-
face type in the September 13, 1913, issue of Billboard:
“One of the surest ways you can adopt to get yourself
most cordially despised in the office of the Billboard
is to send in malicious attacks on other members of the
profession, coupled with a request that the article be
published but your name withheld.

“If you haven't the guts to father your own stuff,
stick it. We won’t touch the dirty dribble—not even
with the tongs.

“In our estimation, a man who will not assume re-
sponsibility for his utterances is only a little—a very
littte—better than the cowering cur who resorts to
anonymity or the fictitious signature.”

From its first edition, Billboard put heavy empha-
sis on news notes—but the news was really something
less than newsy. In 1913, Donaldson took steps to make
Billboard truly timely. Using the show business slang
title for his publication, he announced: “We are speed-
ing Billy Boy up,” and went on to explain that his re-
porters and correspondents wouid now use a telegraphic
news service. Within months, Billboard was publishing
reviews and accounts of events which took place a scant
four to five days before the issue appeared on the news-
stands. At the same time, Donaldson said the publica-
tion would tighten up on its reporting and writing to
take what he called “the heaviness and sameness” out
of its editorial columns. “We hope,” Donaldson said, “to
make every department interesting and appealing to the
reader of every other department.”

Once in an editorial Donaldson explained to his
readers, “Yellow muck is the cheapest and easiest stuff
in the world to write. Rumors, lies, misstatement, exag-
geration and hysterical rot. A spoonful of brains and
S cents worth of beer is all the equipment needed.”

Looking through old files of Billboard it is obvious
that the editorial page was well read. Occasionally,
a portion of that page was used to convey a message
to advertisers. Here is one from July 28, 1906, which
still has an awfully familiar ring:

“You can aid us get The Billboard out on time by
sending in your copy early in the week. Don’t wait
until the fast minute. You will get better display and
position by giving us early copy than you will if you
wait for the rush. Your consideration in this matter will
be greatly appreciated.”

Late that same year the publication raised its ad-
vertising rate, and there was another notice on the edi-
torial page which read as follows:

“On and after May 1, 1907, the advertising rate of
The Billboard will be advanced to 20 cents a line. (Note:
The rate had been 15 cents.) The rapid growth of the
paper renders this step imperative. We can no longer
sell space at the present rate and derive an adequate
profit. Without an adequate profit we cannot go on
growing. The present rate which is without doubt the
biggest bargain in the advertising world obtains only
up to and including April 30, 1907.”

Bill Donaldson was no shrinking violet where his
product was concerned. Once he appropriated two col-
umns in the middle of the first page to announce his
goals for the future.

“There is a place in the world for the tiny parakeet

DECEMBER 27, 1969, BILLBOARD
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and the wizened little old goldfinch,” the front page
editorial declared, “and there is a place for the eagle.

“Even the humtlest and smallest of things is worth
something, for is it not recorded that two sparrows sold
for a farthing?

“Everyone of us has a place in the world and a
chance to fill it. The big department store has not killed
all the little shops. The trusts have not crowded out all
the wee manufacturers.

“The Billboard has not annihilated any of the di-
minutive papers that imagine themselves in its class. It
has not even grown up yet, general opinion to the con-
trary notwithstanding.

“One of these days it will be twice as big, and fine,
and informing and worthy as it now is

“For even as the eagle appropriates the whole sky,
and perceives no limits, so do our eyes fail to find con-
fining boundaries.”

This is the kind of publiszing heritage Bill Donald-
son left Billbcard when he died at age 61, on August
1, 1925: Not just the promise of being twice as big, but
the promise of being twice as fine and twice as inform-
ing and twice as worthy.

Fascinating as it is, thers simply is not sufficient
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William H. Donaldson

space in this brief chronicle to tell the Billboard story
between Donaldson’s death and World War II. During
that period, in the early years of the Great Depression,
Billboard came dangerously close to financial failure.
In those dim, dark days, Billboard sometimes barely
met its weekly payroll. That the Company survived,
never missed a weekly payroll, and indeed entered a
new period of growth in 1932, is testimony to the
creative, hard-headed successors to Donaldson.

After Donaldson’s death, the Company operated for
a time by committee, but the warsening depression de-
manded drastic action. In April, 1930, the Company
directors called a special meeting and elscted Roger S.
Littieford, Sr. president. Littleford was Donaldson’s son-
in-law and was pursuing a successful career in his
family’s metal fabricating business. Nevertheless from
1930 until 1940, Littleford acted as president of Bill-
board, and shortly selected as his deputy, E. W.
(Walter) Evans. Evans had joined Billboard as office
boy in 1906, worked his way up to become first in-
ternal auditor and then a vice-president. When Little-
ford became president, Evans in effect became general
manager. In 1940, Evans was elected president and
Littleford chairman, and they kept these posts until

75th Anniversary Section
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Evans retired in 1957 and Littleford died in 1959.

Littleford’s two sons—Roger Jr. and William Don
aldson—found Billboard a more interesting career
proposition than their father’s manufacturing company.
The brothers btegan working at Billboard in the Cin-
cinnati composing room during 1934. Young Roger
elected the editorial side while Bill set out to leam
administration, sales and circulation. Rog moved first
to New York as a member of the editorial staff, ther
to Chicago as manager of that office. Early in Worls
War Il he enlisted in the Army Air Corps. Immediately
after training as one of the country’s first radar officers
he shipped out to the South Pacific where he servec
until war’s end.

Major Roger S. Littleford Jr. rejoined Billboard
late in 1945 in Chicago, and a year later came to New
York as the Company’s chief editorial officer, which
post he held until November, 1966, when he suffered
a near-fatal accident which severely curtailed his ac-
tivities.

W. D. Littleford, meantime, had gone first to the
Chicago office, then to New York, gradually assuming
more of the overall management of the Company. In

(Continued on page 8}
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THE BILLBOARD STORY

1943 he became general manager and in 1958, he was
elected to succeed Evans as president and chief execu-
tive.

Fascinating as it is, there simply is not sufficient
space to chronicle the history of Billboard between the
Twenties and World War II. Let’s move on to see what
happened to Donaldson’s dream.

In 1943, one of Donaldson’s grandsons—William
Donaldson Littleford—was named general manager of
the Company. Bill Littleford started learning the pub-
lishing business in 1934 when at the age of 19 he went
to work in the Company’s Cincinnati printing plant.
Later he did a stint in the Chicago office, and then
moved to New York. Under his leadership, as World
War II came to a close, the Company took its first step
toward diversification.

Off and on since the beginning of the Twentieth
Century, Billboard had taken note of a new kind of con-
traption that moved goods to people automatically.
Some advertisements for vending machines, and some
news notes of vending, appeared in Billboard as early
as 1900.

Just as vending machines fascinated the staff of
Billboard in its earliest days, the promise of a rapidly
growing vending industry in the post-World War II era
offered Billboard its first opportunity to become a mul-
tiple publication house. After several years of planning,
the first issue of Vend, the magazine of automatic
merchandising, appeared in November 1946. Vend had

8

(continved)

the booming vending industry all to itself during its
early years. Today, with a number of established and
aggressive competitors, it remains the leading publica-
tion in its field.

Billboard itself in the years just before World War
Il and just after continued to cover the entertainment
industry generally. During this period, a sizable por-
tion of the publication was devoted to an amusement
phenomena born during the Depression: Coin-operated
entertainment devices. The first advertisement for a
coin machine appeared in March 1, 1899, Billboard,
Down through the years, the publication carried adver-
tisements and sketchy news of these devices. Then in
the depths of the Depression, in March, 1932, Bill-
board launched its Amusement Machines department.
It is no exaggeration to say that this department kept
the publication in business during the long lean years
which led up to World War 1I.

An important element of the coin-operated enter-
tainment industry was the automatic phonograph, or as
it came to be known, the jukebox. As a service to its
jukebox readers, to help them determine which records
they should place on their machines, Billboard in its Jan-
uary 7, 1939, issue began a Record Buying Guide. Re-
cording company advertisements appeared in the col-
umns of Billboard that year for the first time. Pro-
viding editorial coverage for the flourishing, record-
oriented jukebox business, the publication found itself

75th Anniversary Section
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devoting more ahd more editorial coverage to the record
industry. The introduction of the long-playing record in
1948 changed the focal point of the musicrecord in-
dustry from sheet music publishers to the record manu-
facturers, and Billboard was on its way to becoming
the international communications center of the record-
ing industry.

Billboard looked much the same until November 4,
1950, when it changed from magazine format to five-
column tabloid newspaper format..In tabloid, Billboard
was able to get the news to its readers faster, and able
to present the news in more interesting, more exciting
newspaper makeup. These elements were of course
important factors in establishing Billboard as the com-
munications center of the dynamic, fast moving mu-
sic-record industry. To give the reader a better looking
product, Billboard on January 5, 1963, went from tab-
loid newsprint to tabloid printed on a coated sheet of
paper. This gave the editors an opportunity to take the
paper into the field of photo journalism, and shortly
thereafter into four-color halftones.

By 1957, with Vend well established, the Company
launched a second slick paper monthly, called Funspot.
In those days, Billboard had a sizable, prosperous de-
partment devoted to traveling show business— the “out-
door” market for which the publication was originally
created. Funspot was designed to serve the needs of
the non-traveling, permanent amusement enterprise. It
continued to do this until 1960 when the Company
faced up to one of its most difficult publishing decisions
—the need to split Billboard into two magazines in or-
der to better serve the music and the general amuse-
ment industries. That split occurred in January, 1961,
at which time the “outdoor” department was stripped

DECEMBER 27, 1969, BILLBOARD




out of Billboard and merged with Funspot to create
a brand new weekly businesspaper called Amusement
Business.

Some years earlier, in late 1957, the Company made
its first important acquisition when it purchased High
Fidelity. The following year, at the age of 43, W. D.
Littleford was elected president, and in the years since
the Company has pursued a vigorous acquisition and
diversification program.

In early 1962, the Company acquired Record
Source International which has grown at an average
rate of 24 percent per year. In September, 1962, the
Company acquired American Artist and the Watson-
Guptill art instruction book division. Both have grown
considerably to the point where Watson-Guptill Publi-
cations is now the largest U.S. publisher of fine arts
and craft instruction books.

In the fall of 1963, the Company acquired Modern
Photography, an acquisition which continued the Com-
pany’s expansion in the special interest consumer pub-
lishing field and capitalized on the growing leisure
time in America. In 1965, the venerable and respected
Musical America was acquired and merged as a special
edition of High Fidelity.

Although Billboard Publications had been active
in the European market since 1959, it made its first
investment abroad in August 1966 when it acquired
Record Retailer, a periodical similar to Billboard serv-
ing the English market. Since that time, the Company
purchased World Radio Television Handbook and a
fascinating annual called How To Listen To The World.
During each of the last three years, these operations
have shown an average sales growth of 32 percent per
year.

In 1964, the Company entered into a contract with
American Airlines to program and furnish music for
American Airlines AstroStereo. The Company is now
actively at work engineering a more sophisticated mu-
sic programming service for the Jumbo 747 Jets.

In the fall of 1966, Merchandising Week was ac-
quired from McGraw-Hill. Completely restyled, and
with new editorial vitality, the publication is fast as-
suming leadership in the home electronics, appliance
and housewares fields.

Continuing to diversify, the Company in early
1967 acquired its first Community Antenna Television
(CATV) franchise in Great Barrington, Massachusetts,
the home of High Fidelity. Today the CATV division
is on the air not only in Great Barrington but in Stock-
bridge, Lee and Lenox, Massachusetts, and gives the
Company a foothold in electronic communications cer-
tain to be increasingly important in the future,

In January, 1968, the Company launched a book
club—the American Artist Book Club, which today
has 10,000 members and provides an important mar-
ket for Warson-Guptill art and craft books and for
other book publishers.

After extensive study, the Company entered the
home instruction business with a new division called
Taped Instruction/ International headquartered in Upper
Saddle River, New Jersey. The first advertising and
promotion for TI/I began in March, 1969, and this
new method of teaching people to play musical instru-
ments with recorded tape and printed texts drew an en-
-thusiastic response.

The acquisition program continued at a rapid rate
during 1969. In June, the Company purchased Photo
Weekly, a buasinesspaper for the nation’s photo dealers.
Obviously, Photo Weekly, with Modern Photography,
offers total market coverage in this vast leisure time
activity. In July, the Company purchased Record Mir-
ror, London, a newsstand consumer publication which
complements Record Retailer. That same month, the
Company began a joint venture with other investors in
a British printing facility, Pendragon Press. In Sep-
tember, the €Company purchased Gift & Tableware Re-
porter from Haire Publishing Corporation, and this
twice-monthly tabloid for the gift market became part
of the Businesspaper Division. At the same time, the
Company acquired Discografia Internationale, a fort-
nightly printzd in Italian, Spanish, English and French
for major record dealers on the European Continent.

So there it is. Billboard Publications. After 75 years,
a dynamic, constantly changing organization, living up
to the promise made for it by its founder, Bill Donald-
son, Remember?

“There's a place in the world for the tiny para-
keet and the wizened little old goldfinch.

“And there’s a place for the eagle.

“Even the humblest and smallest of things is worth
something, for is it not recorded that two sparrows were
sold for a farthing?

“Every one of us has a place in the world and a
chance to fill it. The big department store has not killed
all the little shops. The trusts have not crowded out all
the wee manufacturers.

“The Billboard has not annihilated any of the di-
minutive papers that imagine themselves in its class. It
has not even grown up yet, general opinion to the con-
trary notwithstanding.

“One of these days, it will be twice as big, and fine,
and informing and worthy as it now is.”
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Further Diversification in the Communications Field: Billboard acquired a CATV Franchise in Great
Barrington. Mass., in 1967
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In January 1961 the Outdoor Section of Bili-

board Was Spun Off into an 815" x 11" Format

n1amed Funspot, Later to Become Amusement
Business
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As the Significance of Coin Machines Grew
in the Total Entertainment Spectrum, Bill-
board Devoted A Special Department to this
Field—Which it Still Retains .
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What had all the earmarks of a bad investment
turned out a bonanza for W. H. Donaldson, who with
his long-time competitor and friend, James H. Henne-
gan, founded The Billboard back in 1894. The story
of The Billboard’s birth has been told on numerous
occasions in the past, but the aftermath, which gave
Donaldson sole control of the publication, reads even
more interestingly.

Both Donaldson and Hennegan were show paper
salesmen, the former with the Donaldson Lithographing
Company, Newport, Ky., and the latter with the
Hennegan Show Print Company, which is still in
existerice in Cincinnati. Donaldson for some time had
nursed the idea of a publication covering the needs
of biliposters, show printers and outdoor advertising
men, and finally approached Hennegan with the idea
of launching such a venture. Hennegan went for the
jdea to come in on a 50-50 basis. There was no written
agreement, no attorneys were called in and not a
cent of capital was subscribed. A mere handshake
sealed it all.

The first issue was put out under the date Nov. 1,
1894, under the name of Billboard Advertising and as
an eight-page monthly. The name was changed to The
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By BILL SACHS
Billboard Executive News Editor—1925-1969

Billboard with the issue of July 1, 1897, and it became
a weekly with the issue of May 5, 1900.

The partners worked entirely on credit and bluffed
their way through on nothing but their prospects. This
ran well for awhile but their luck soon ran out and
they pulled up lame on finances. As a means of saving
the enterprise it soon became a matter of “you buy me
out or I'll buy you out.”

It was then that the two publishers again hied
themselves to Wielert’s Concert Hall, their favorite
watering place, in Cincinnati Over the Rhine district.
It was here that their original agreement was solemn-
ized. After a gourmet's repast, topped by several bot-
tles of Liebfraumilch, the partners, without a bicker,
ironed out their difficulties, with Hennegan agreeing
to sell his interest in the venture to Donaldson for the
munificent sum of $500. In jest and in the spirit of the
occasion, the pair drew up a final agreement on a
scrap of paper, couched in their best legal terminology,
and sealed it with an imprint of the cork off the wine
bottle. This worthy epistle is still hidden somewhere in
The Billboard's archives in Cincy. Thus it happened
that a $500 investment was parlayed into the present-
day multimillion-dollar enterprise.

75th Anniversary Section

Movie Pioneers

As sole owner, Donaldson soon realized that, in
order to succeed, he’d have to give more of his time
to the venture. By dint of laborious effort and perse-
verance, and the love for show business and show people,
he soon had the sheet paying its own way. New depart-
ments, covering both the indoor and outdoor facets,
were added as The Billboard progressed under his
guidance. Thus the publication soon gained the reputa-
tion of covering everything from a flea circus to grand
opera. When motion pictures first made their impact
in the early 1900’s, The Billboard carried page upon
page of ads from movie pioneers who were then striv-
ing to bring their product before the operators of the
nickelodeons which were then springing up all over the
country.

Many of these movie ads were “on the cuff,” Don-
aldson’s way of helping the pioneers in the field to
get started. Unfortunately, in later years, when the
movie industry began flourishing, many of these so-
called pioneers who benefited from Donaldson’s gen-
erosity passed him up like a plague. But he took it
philosophically and it never stopped him from aiding
countless other showmen with cash contributions to
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keep their shows going when adversity hit. His generos-
ity won him many friends among showfoik in all parts
of the world.

Having ended a career of nearly 44 years as a
member of The Billboard’s editorial staff in Cincinnati,
I have been urged to reminisce on some of my experi-
ences during that period. During the many years I
had covered virtually every branch of the amusement
and entertainment field, save grand opera. But to cram
a lifetime of nostalgic vignettes into this limited space
is nigh onto impossible. Such items are better spoken
than written and possibly should be collected for a
book on old-time showbiz sometime in the future. So
let’s pick a few subjects at random.

Many “Firsts”

The Billboard in its long history has had many firsts,
too many to enumerate here. It was the first showbiz
trade paper to give official recognition to the Negro
or black performer via a special section conducted by
one J. A. Jackson. He covered the miniature all-black
musical comedies that played the Negro sectors in the
major cities from coast to coast. These black tabloids
also dotted the South in large numbers. With the re-
tirement of Jackson, news of the colored performers
was incorporated into the regular news pages of The
Billboard and it has remained that way over the years.

The Billboard was also the first to cover all branches
of entertainment and amusement fields, both indoor
and outdoor. It was also the first trade publication to
cover the coin machine and pinball industries with
news and advertising on a weekly basis.

Gave Winchell His Start

What is not generally known is the fact that The
Billboard was the first to offer columnist Walter
Winchell the opportunity to write his first column any-
where. At the time, Winchell and his wife were working
the major vaudeville circuits in a song and dance act
billed as Winchell and White. Winchell had just started
to dabble in column writing and in the early 1920,
asked permission from the then-Billboard editor, Al C.
Hartmann, if he might submit a weekly column made
up of news picked up on tour. He was given the go
sign, and that kicked off Winchell’s career.

A number of years ago, when another newspaper
man claimed credit for giving Winchell his start as a
columnist, Winchell wrote Hartmann as follows: “Dear
Mr. Hartmann: I have never had the pleasure of thank-
ing you in person. If it weren’t for you, away back in
the latter '19's (or was it the early Twenties) I might
never have landed a job on a gazette. I want your
staff and others to know again that it was The Bill-
board and you that first published my stuff when it
was called ‘Stage Whispers’ and signed ‘By the Busy-
body.” Only once-—the last I did for Billboard—was
signed W. W. I am really grateful to you and The
Billboard for helping so much to give me the start
I hungered for when I was ‘looking for next week’ in
the vaudeville that is hardly anymore.”

While Winchell was writing his column, W. H.
Donaldson was wintering in Sarasota, Fla. Upon
his returned to Cincy, he inquired of Hartmann: “Who
is this guy doing the column and signing it W. W.?”
Hartman explained that it was an actor named Walter
Winchell. “I think his stuff stinks,” was Donaldson’s
reply. “Fire him.”

The ironic part of the deal was that Winchell was
fired from a job he was doing without pay. He was
writing the stuff gratis.

When Tabs Flourished

One cannot write of old-time show business without
bringing up the era of the tab shows, which flourished
in this country from around 1915 until late in the
1930's, at which time the -advent of talking pictures
had taken its toll and knocked many tab show opera-
tors out of the business. As the name implies a tab
show is a tabloid version of any-type of stage presenta-
tion. The average tab was actually a cross between
a burlesque offering and a musical comedy. The smaller
units of the day carried an average of 20 people, in-
cluding one or two comics, a straight man, a juvenile,
a soubret, an ingenue, one or two specialty acts and a
line of girls. These smaller units usually confined
their activity to towns of from 20,000 to 50,000.

The larger shows carried from 50 to 60 people
and most often played stock engagements of from four
to six weeks in the major cities. The leaders in the
field during the height of tab show popularity were
such show owners as Louis (Red) Mack, Raynor Lehr,
A. B. Marcus, Bert Smith, Jimmy Eviston, Curley
Burns and Howard Paden, Halton Powell, Jack Van,
the Daiton Brothers, Rex Jewell and Don Lanning.
None are active in show business today.

The smaller units numbered in the hundreds and
covered the country like a blanket. Chief among the
tab show bockers at the time were the Gus Sun Book-
ing Exchange, Springfield, Ohio; Larry Hyatt, Minne-
apolis; Lawrence Leon, Chicago; Ensley Barbour, Mus-
kogee, Okla.; Amy Cox, Kansas City, Mo.; Bentley &
Corrigan, St. Louis, and Joe Spiegelberg, Atlanta. Book-
ings were usually on a week or split-week basis. The
granddaddy cf them ail was the veteran showman Gus
Sun, who at one time booked some 180 houses, largely
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Billboard’s Cincinnati Plant, Hcme of the Magazine

Middle West, South and East with tab units and what
was considered minor league vaudeville.

Many of the vaudeville stars of byzons days got
their start on the old Gus Sun vaude circuit, among
them such names as Chic Sale, Bob Hope, Joe Penner,
the Marx Brothers, Sophie Tucker, Ted Lewis, Eddie
Cantor, Moran and Mack, Fannie Brice, W. C. Fields,
Mae West, Burns and Allen, Eve Tanguay, and count-
less others. The tabloid field also nurtured its share
of stars. Among those who got their start in tabdom
werz Rae Samuels, Bob Hope, Joe Penner, James Bar-
ton, York and King, Roberta Sherwood and Marie
Dressler.

Hope Started

All biographies we’ve ever read on Bob Hope had
him starting his showbiz career as a comedian in
vaudeville. Such was not the case. His start in show
business was less auspicious than that. Hope made his
pro debut with Fred Hurley’s tab show at Luna Park,
Cleveland, back in 1923. He was 20 years old at the
time. Prior to joining Hurley, Hope had played a num-
ber of small club dates in the Cleveland area with
a lass be had met at a local dance school. On the
Hurley opry, Hope was cast as a hoofing, sax-tooting
juvenile.

BOB HOPE is snapped here with the man who put him
in the business, Fred Hurley, veteran tab and burlesque
manager and producer. Hurley, the smiling gentieman in
the center, hired Hope as a hoofing, sax-teoting juvenile
at $40 a week back in 1923, when the Hurley tab was
appearing in stock af Luna Park, Cleveland. Cthers, left
to right, are Norma Phillips, Ralgh Cantcn and Hazell
Chamtberlain, all of whom appeared with Hope on the
Cleveland date and later toured with him over the Gus
Sun tab circuit. The photo was taken at a reunion 25
years ago. Canton and Hope are the only cnes still living,
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Following the stock stand at Luna Park, Hope
continued with the Hurley company on the Gus Sun
tab circuit. It was in his second season with Hurley
that Hope realized his life’s ambition—to be a comic.
His ido! with the Hurley tab was Frank Maley, a putty-
nose, baggy pants funny man who, when we last
heard, was still alive and kicking in Sebring, Ohio.
Hope got his first opportunity to display his comedy
talents at a theater in a small Indiana town. In addition
to the tab show and a movie, many theaters on the
circuit featured a country store, wherein lucky ticket-
holders were awarded a basket of groceries. The show’s
comic usually drew the winning tickets and awarded
the groceries. On this occasion, comic Maley decided
to throw Hope into the brink, and the latter ad libbed
his way to a great reception from both the audience
and members of the Hurley entourage. It was then
that Bob was urged to try his hand at comedy and he
didn't have to be pressed to dispense with his tap
shoes and saxophone in favor of a comedian’s garb.

In later years, Hope told us: “1 used to stand
in the wings at every show to watch Frank Maley
work, and I'd say to myself ‘if T could only make
people laugh like that I'd be the happiest guy in the
world.”” Fred Hurley, who hailed from Iola, Kan., and
whose right name was Fred Funkhauser, in a recep-
tion for Bob at the Wright-Patterson Air Force Base,
Dayton, Ohio, many years later said: “I paid Hope
$40 a week and still think the guy was vastly overpaid.”

After trouping two units over the Sun Circuit for
many years, Hurley operated stock burlesque in Louis-
ville, Ky., and Columbus, Ohio, until his retirement
some 20 years ago. Following a stint with Hurley
Hope went on to tour the Gus Sun vaude circuit
for a season and then moved on the major vaude cir-
cuits where he was an immediate click. His achieve-
ments from then on are universally known.

An Unforgettable Character

This toying with nostalgia rekindles fond memories
of the days of 40 years ago when we used to traipse
aboard every floating theater that tied up at Constance,
Ky., just across the Ohio River from the western end
of Cincinnati. In reviewing the many pleasant hours
spent on these venerable craft, there stands out in our
memory one old-time specialty artist who can be
stamped as one of the most unforgettable characters
we've ever met (with apologies to Reader’s Digest).

Vic Faust, who in the more than a quarter of a
century that we knew him always looked as though
he was between 50 and 60 years of age, came to
America from Australia in the early 1920’s with his
family billed as the Faust Family of Swiss Bell Ringers.
Vic, himself, was a swiss bellringer on his own, and
no mean fiddler to boot. Even in those old days,
Vic’s turn was corny and old-hat enough to be branded
a distinct novelty.

When Faust’s family returned to Australia after
several years of playing the lyceum and chautauqua
circuits in this country, Vic elected to stay behind
to cast his lot in this land of opportunity. Our first
introduction to Old Vic was on Billy Leicht’s “Teddy
Bear Girls Revue,” tab show, backstage at the old
Hippodrome Theater in Newport, Ky., back in 1926.
We found him in his dressing room deeply engrossed
in the Racing Record, while mulling over numerous
newspaper race selections, tip sheets and a little black
book which I found later contained the code to his
latest secret to beat the bang-tails. I was to learn still
later that Vic could cook up a new system at the slight-
est provocation. He even had systems to beat systems.

Vic was strictly the lone-wolf type. He lived simply,
dressed simply, and women held no attraction for him
—or vice versa. He'd take a nip occasionally but never
to the extent to interfere with work or his handicapping
to beat the ponies. Vic didn’t make friends easily and
it was only after someone had told him 1 was a 50-
cent bettor of no mean tact and ability that we really
became bosom pals. It was shortly thereafter that Vic
confided to me that he was homesick for his native
Australia and that he was planning to return there
for a visit. And to finance the trip to Down Under,
Vic was taking the easy route—beat the bookies. He
had set his sights at $1,000, and once he had taken the
bookies for that sum, he was taking off.

He Never Gave Up

From Bill Leicht’s tab, Vic shifted to other shows
on the Gus Sun Circuit and around 1930 or there-
abouts joined Capt. J. W. Menke’s Golden Rod Show-
boat for an extended engagement in Pittsburgh. A bit
later he shifted to the Bryant Showboat, piloted by
Capt. Billy Bryant, and for years up to the beginning
of World War 11, Vic divided most of his time between
those two crafts. Always, by mail, I was kept abreast of
Vic's progress in his attempt to snare the G note for
his trip to his homeland. He had his ups and downs.
Whenever he went into a financial tailspin, he’d al-
ways come up with a new system to beat the nags to
put him back into the running. At one time he suc-
ceeded in amassing something like $940. With only
60 more bucks to go, his hopes soared and he already
had visions of applying for a passport, when some-

(Continued on page 12)
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A Personal View

(continued)

thing went haywire with his system to again wipe him
out. But he never gave up. He merely revised his
methods.

It was while Vic was with the Bryant boat in Cin-
cinnati around 1940 that we spent many hours together
at the book shop. I had fixed entre for him at a bookie
emporium just across the street from The Billboard’s
old quarters on Opera Place in downtown Cincinnati.
He could be seen there any afternoon in quest of his
travel money. But, alack and alas, he never reached
his goal. Suddenly, one day, Vic left the Bryant Show-
boat and disappeared to parts unknown. I never heard
from him zgain. A few months later came word that
Old Vic had passed on.

One day shortly after that, as I strolled into the
bookie parlor, the latter hailed me and, pulling open
a drawer, heaped a pile of cheap jewelry upon the
desk and inquired as to what had become of the old
showboater. The bookie had taken the slum jewelry
piecemeal from Vic for small wagers after the latter
had run out of ready cash. “The whole stack isn't
worth over a two-buck wager,” the bookie explained,
“and I'd like to give it back to him.”

Little did Vic know that with a new start and a new
system bolstering his efforts he might still have par-
layed that pile of antiques into a ducat to Australia.

Walkathon Popular

In citing The Billboard's numerous “firsts” in an
earlier paragraph we neglected to mention the many
years of success enjoyed by the walkathons, the around-
the-clock endurance contests promoted by such leaders
in the field as Leo B. Selzer, Harry H. Cow!, Charles
M. Hayden, Earl Fagan, Mickey Thayer, Dick Gough,
W, E. Tebbetts, Harold J. Ross, S. M. Fox, Ray C.
Alvis, Harry Fitzpatrick, Guy Schwartz and countless
other promoters in the era from the mid-1920’s to the
late 1930’s. These shows which ran on location any-
where from two weeks to several months, depending
upon the traffic, enjoyed a bonanza over the years. The
walkathons chalked up some of their biggest years dur-
ing the depression days of 1929 and 1930, when show
business as a whole was suffering box office cramps.
By the late 1930's some 36 States outlawed the endur-
ance contests by legislation, bringing to an end a most
unusual form of entertainment.
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One of the most ambitious and aggressive of the
pioneer walkathon operators was Harold J. Ross, who
operated widely in this country but who also booked
his contests on extended engagement in such spots as
Mexico City, Paris, Brussels, Belgium, and Frankfurt,
Germany. A story which made the rounds at the time
was born during the run in Frankfurt. German law
at the time prescribed that no money could be taken
out of the country. Ross, however, had anticipated
that obstacle and was all set to beat the Germans to
the punch. Accompanying Ross on the Frankfurt date
was his wife. He scon passed the word to all and
sundry that Mrs. Ross was pregnant, a gross exaggera-
tion. Ross had his wife fitted with a corset-like affair
that gave her the pregnant image and she played the
role to the hilt. She was seen frequently in public
and progress of her pregnancy was the frequent topic
of discussion. In the meantime, each night's receipts
from the show were systematically exchanged from
Marks to U. S. bills of high denomination at the local
bank. About a week before the show was to close its
stand in Frankfurt, the word was passed that Mrs. Ross
would have to leave, due to her conditions and the fact
that she wanted her child to be born in America. During
the run, Ross had cultivated the friendship of the Ger-
man city and State officials, who were very solicitous of
Mrs. Ross’ condition and saw to it that she was
placed safely on the train at Frankfurt and on the
ship in Hamburg, carrying what amounted to all of the
show's receipts on her person for a safe trip home.

Minstrel’s Demise

As a finale, we must recall the trials and tribula-
tions and sudden demise of the revived version of the
old Al G. Field Minstrels, the last of the old-time,
professional minstrel troupes ever to hit the road. Or-
ganized in Cincinnati in the summer of 1931 by Walter
J. Redhill and G. C. Bradford, a pair of non-pros with
little or no savvy in show business. It was the first
Field show since Eddie Conard pulled a show of the
same title off the road in 1928, when public interest in
minstrelsy was already on the wane.

The Redhill-Bradford troupe numbered some SO
strong and comprised a galaxy of so-called *nigger-
singers” (if you'll pardcn the expresssion) the likes
of which had never been excelled by minstrel shows
of the past. Included in the line-up were such stellar
minstrel stars of the past as Jack (Smoke) Gray, Emmet
Miller, Haberkorn and Denton, Blackface Eddie Ross,
Garner Newton, Charles (Slim) Vermont, Hi-Brown
Bobby Burns, Norman Browr, Al Tint, Roy Francis,
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Charles Van Ruska, Billy Adams, Jacx (Eard Face)
Kennedy, Barton Isbell, Ken Bennett and Johnny
Healey. The last named was 84 years old at the time
and had been a member of the original Al G. Field
Minstrels.

The troupe made its official bow at the Lyric
Theater, Daytcn, Ohio, Aug. 1, 1931, and folded
less than a week later in Toledo, leaving the minstrel
lads stranded and with hardly a quarter among them.
It seems that Radhill and Bradford had left Cincinnati,
leaving numerous unpaid bills behind, which put the
law on their tails in short orders.

En route to Luna Pier, Erie, Mich., 1o visit show
friends over the weekend, I stopped off ‘n Toledo to
catch the Field cork opry. Arriving at the theater,
I found the show's paper down and the bouse dark.
Inquiry brought the information that the show had
been sloughed by the sheriff, leaving the performers
broke to shuffle on their own. The stranded actors
were nowhere to be found, however, and no one
seemed to know their whereabouts.

I had dispaired of finding any of the stranded
show members when, quite by accident, late that
afternoon I spied Al Tint, the show's tenor, walking
down a country road toward Luna Pier some 15 miles
west of Toledc. Tint, over the years, had earned the
reputation of being a jinx. Any show he joined, it
was claimed, was sure to fold within a fortnight. He
was still batting 1,000. The stranded m:nstrels, Tint
advised, had been rescued by one of Toledo’s leading
bootleggers, who had bought the boys 3$2° worth of
groceries and put them up in his cottage at Luna Pier.
The grocery supply did not last out the first night.
From then on it was pitch 'til you win. Nocturnal
visits to neighboring garden patches and hen houses
kept the wolf from the door for the nearly two weeks
the boys housed there.

The real salvation, however, were the three 15-
gallon homebrew crocks the cottage came equipped with.
The boys made a batch of the brew today, bottled it
tomorrow and drank it the next day. Thus, there was
always a full supply and never a dull moment. What
started out as a minor tragedy finally wound up as
one of the most hilarious sessions ever inculged in by a
minstrel troupe. Try putting some 25 minstrel comics
together, with plenty of brew and everytody in the
act, and you can get what we mean. We spent most
of the week visiting with the boys and mever have we
had so many laughs crammed into such a short period.
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1915 Pg. 6

WEBER AND FIELDS ENTER
THE VAUDEVILLE FIELD

Comedians Have Decided To Accept Offers and
Will Open at The Palace—Frederick McKay
To Manage Irene Franklin

New York, Aug. 2.— Weber and
“ields, whc have for years refused
‘l offers :0 appear {n vaudeville,

ve finally decided to heed the call

he two-a-day, and will open a
week engagement next Monday at
the Pain > Theater.

No mention has been made of the
salary consideration, but inasmuch
as the comedians have in the past re-
fused very large offers for similar ap-
pearances it piobably approaches
close to the record mark for vaude-

Feb. 21, 1914 Pg.

COMFBSERS
Seek More Royalties

New Organization Formed
in New York City

Will Protect Composers, Writers
and Publishers in Public Per-

formances of Musical Works

New York Feb. 14.—The Soclety of
Authors, Ccmposers and Publishers
was formed yesterday at a meeting in
the Hotel Claridge. George Maxwell
was elected president, Victor Herbert,
vice-presider.t; Glen McDonough, sec-
retary, and John L. Golden, treasurer.
The Board of Directors will be se-
lected from among publishers, authors
and composzrs, six of each, forming
a total of elghteen for the full board.

The objec: of the organization is to
put into effezt the rights of composers
of music, authors and publishers from
compositions used by orchestras [n
hotels, cafes and moving picture the-
aters. Just how these rights are to be
established and royalties collected has
not been made clear, The organiza-
tion will be patterned after similar
societies {n France, Germany and Italy
where laws have been enacted to serve

T0 THE LURE OF

, 1915 Pg.

BIllIE BURKE’S
CAPITULATION

M. P. CAMERA

As Engineered by the Indefati-
gable Thos. H. Ince

Well Told by Kenneth A.
O’Hara

His Story Is at Least Founded
on Facts

It's all over. The story of it was
told in a news dispatch that emanated
from New York some week3 ago.
Therefore, it's all over—all uver the
country. It took a long time and a
pundle of money and -~ost at least
one man many hcurs of sleep. But

Dec. 16,

1922 Pg. 29

Invents Device That May
Revolutionize Phonograph Industry

Representative of British Company Here With

Contrivance

To Lengthen Running

Time of Record

EW YORK, Dec. 8—An invention that may work a revolu-
tion in the talking machine industry came to light this weck
when a representative of the English company which owns
the patents arrived in this country to interest the American market

in the device.

Briefly, it consists of a method of greatly lengthen-

ing the playing time of a phonograph, the inventors cluiming that
they can make a twelve-inch record that will run anywhere from

ten to thirty minutes.

This is accomplished by giving the
same linear speed to all the convolu-
tions of the record. It has long been
“nown that a gre:ater length of track
nassed under the phonograph on the
wter convolutions than on the inner
ynes, and the DBritish device s de-
sirned to make a yiven length of track
pass under the needle in the samo

time,
inner tracks.
greater length of playing time is oy-
tained.

minnte
of about fifty inches on the outer con-

whether it is on the out.r orv
By this cqualization the

The averaze phonograph record. op-

erating at the rate of 80 turns to the

Loas an average linear velocity:

(Coatioucd on page 201)

July 27, 1929 Pg. 3

Elhol\ Barrymore
Scorns Talkie Offers

LOS ANGELES. July 22.—Ethel
Barrymore. here for o four weeks'
engagement in The Kingfam of God

at the Mason Theater, sald in ~n
interview that she scorns talkie
offers. She loathes being photo-

graphed and cannot endure. for one
thing, being told what to do by
voung men whose experience in show
business is negligible compargd with
hers. Miss Barrymore concluded that
the stage is her place.

Growing For Men Who

Total Abstainer Is Preferred to Even

April 2,

1938 Pg. 3

Siamese Twins Panic Union as
Membership Raises Big Problem

SAN FRANCIBCO, March 26.—The AFA
had a tough time signing up the Hllton
Siamese Twins, now appearing at the

Club Tivolf.
join Daisy said *“yes”

When asked to
but Violet sald “no.” Al Smith, local

March 17, 1906 Pg. 3l

DEMAND

Do Not Drink.

Moderate Drinkers—Draws Big-

gest Salary asd Gets to
the Froat.

HBE New York Sum reples with mod-
erition ¢0 the sensatiomal charge of a
minister that wine and lpxﬂu coB-
u-&hhum

bw

AFA representative, had to give Violet &
long talk before she agreed, too.

NEW YORK, March 26.—When queried
as to the policy on Siamese Twins the
APA’s Ralph Whitehead hem and hawed
snd admitted that he was stumped.

“Now when the Godino Twins joined
a ocuple of years ago they joined as two
members, paying double {nitiation fees
and double dues,” Whitehead recalled.
But when Mary and Margaret Gibbs
joined while they were with the Ring-
1ing Circus last spring they caused a lot
of trouble.

“The @ibbs twins refused to pay two
fnitiation fees and double dues, claim-
ing one was enough,” Whitehead said.
“Their insistence gave us all a laugh,

da esstmalle -a aa

Aug. 2, 1924 Pg. 9
AMBROSE, TRICK. DOG, DIES

Ashesille, N C. July 26.—Ambdrose, famous
English bulldeg, which hae appeatgd in many
motion pletures, died here this week., He was
known to thousamls, hav:ng performed in the
training camps during the world war and at
oue fime wias the mascot of the Brooklrn Na-
t.gnal League Ra-chall Club He was tep
rears o'd and was the compaaoion of Clarcaoce
ITobart, fornter national tennis champion.
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‘Primarilg to the business end of the
ly and more or less usefully in that modest capacity

—'someﬂfung tugger and
terest,

rofession

Sesseu convic-

Oepyrisht, 1919, by The Blllboard Publishing Company.
Publiihed weekiy o 317 Upars Pruss, Clncinantl, 0. Subsorletion. $3.00 por yoar. Eatersd s sacond-class mall matter June 4, 1897, at Pest Offes, Clacinnatt. usder ast of Mareh 3, {879.

FQUITY'S

VICTORY

A Triumph of the Loftier Aims and Nobler
Impulses of

THE PLAYERS

Over the Hard, Sordid Business Consid-
erations Which Alone Interested
and Concerned

The Theater Gains Immeasurably by the Outcome
and the Profession Wins an Honorable and Re-
spected Status That Otherwise Might
Have Taken Generations To Secure

THE FINEST RESULT OF ALL,

Though, Is the Strong Bond of Sympathy and Under-
standing Established Between Musicians, Stage
Hands, Billposters, Electricians and Actors
and Actresses — It Needs Only the Inclusion
of the Agents and, All in Good Time,
the Vaudeville Artists and the
Outdcor Following To
Make it Perfect

DEMOCRACY HAS ROUTED CLASS PREJUDICE, SNOBBERY, SELFISH |¢

BARRIERS AND ALL THE EVILS THAT OVERCOMMERCIALI-
ZATION WAS BUILDING UP AND RE-ESTABLISHING

The actors’ strike was won
—not settled—on S8aturday,
September 6, along about 3
o’clock in the morning.

It lasted 31 days—one long
month,

It was won because the Act-
ors’ Equity Association secured
all of its original demands, and
more—ALL, YN FACT, THAT
THE PRODUOERS OFFER-
ED THE RUMP LEAQGUE, and

these were many and impor-
tant.

It was won in a remarkably
clean fight by the actors and
their loyal supporters, the
stage hands, the musicians,
billposters and a handful of

guerilla radical vaudeartists|.

against as unscrupulous tactics
and methods as men can well
stoop to.

It was won decisively.

There must be no mistake
about that. It was a victory—
a triumph for the players.

They deserved it, moreomer.

Their magnificent solidarity
—their oneness—their single-
ness of purpose deserved it.

Their unquestioning faith in
their able and devoted leaders
deserved it.

Their grit and determination
deserved it.

Their sacrifices deserved it.

But, thank heaven, it is over,
and the services of the players,
so important in these trying
days of recomstruction, may
again be devoted to the highly
valuable work of entertaining
the people.

If we can but keep the masses
amused, if we can provide
them with the opportune laugh,
the saving explosion of mirth,
we will get thru the next few
trying months safely and with
colors flying.

But the theater must prove
itself a sensitive and highly ef-
ficient safety valve. Americans

are self-restrained, but if they
have small patience with the
prehistoric and pigheaded men
of the privileged and predatory
classes, who shall blame them?

With the actors working,
‘however, bursts of impatience
will be less likely to grow into
upheavals and earthquakes,
and the probablllty of violence
and uprising rendered more
remote.

Thinking men all over the
country will sigh with relief to
know that the theaters are once
more open.

Furthermore the producers
are going to find the new order
a great blessing. Given six
months’ trial of it and they will
never regret the passing of the

old regime.

—

New York, Sept. 7.—Early 8aturday
morning the actors’ strike, which had
been in progress for just a month, came
to an end with the signing of a five-
vear agreement between the Actors’
Equity Assoclation and the Producing
Manage=s' Association. Committees
representing the opposing factions met

in the private library of the St. Regis
(Continoed on p .ge 118)

MAIN POINTS OF

follows:
The Actors’ Equity Association

the end of the theatrical season.

There shall be no strike until after
to arbitration.

strike during the five years.
observed by both parties.

casts, except where the managers
their stead.

blacklists.
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? by the Equity.

Full pay for the week prior to
tofore treated as “half pay weeks.”

S o B A R e e e o e

In the strike settlement the main points of the agreemfent are s

A five-year agreement was signed. This will expire in June, 1924, at
During the life of this agreement there

shall be mo strike of actors unless there is a breach of the agreement.

Stage hands or musicians will not ask the actors to go on sympathetic

Existing contracts between actors and managers shall be faithfully
All striking actors shall be taken back into

in that case the strikers shall be placed in other productions
or shall receive a cash settlement, or the matter be left to arbitration.
All lawsuits growing out of the strike shall bs dropped.
There shall be an open shop on the stage.

Chorus girls shall receive a minimum of $35 a week on the road and
$30 in New York. The Chorus Equity Association also comes in for recog-

Disputes between individual actor and manager shall be settled by
a beard of arbitration, each side lppomtmg a member, and the members
choosing a neutral umpire. The actors' representative may be appointed

Full lalnrun shall be paid to actors after four weeks of rehearsal in
legitimate dramas and after five weeks of rehearsal in musical plays.

Eight performances shall constitute a week’s work. All extra per-
formances to be paid for at the rate of one-sighth of the actor’s salary.

Costumes to be bought by manager, from shoes to wigs.
B o g

THE AGREEMENT

is recognized.

the differences have been submitted

have contracted for other actors in

Managers shall make no

Christmas and for Holy Week, here-

.
|
%
%
:
|
|

The Edltxon of This Issue of The Billboard Iz 51,000
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20.000 PEOPLE
PAY HOMAGE TO
THE MEMORY OF
BUFFALO BILL

For Four Hours Body Lay in
State in Deuver, Col.

Many Prominent Men of West
and Showmen Pressnt

Body Placed In Orypt Until
Decoration Day Next

Tenver, Col, Jan. 1¢.—The West
said & reluctant farewell toc its best
beloved citizen today, Colonel William
Frederick Cody (BuYalo Bill), who

S e ey

March 9, 1935 Pg. 8

Nov. 8, 194] Pg. 3

EDITORIAL

An Obstacle
To Good Will

There is a lot of talk nowadays
about a Good Neighbor policy aimed
at nations south of the border.
“Good-will ambassadors” have been
appointed, many committees set up,
and, the American press is full of
editorials and stories about our love

for Central and South America.

Floorshows, radio programs, films
and the stage contain an ever-
increasing pro-Latin American
flavor.

But there is one serious obstacle to
the perfection of good-will relations
between the United States and Latin
America: The virtual impossibility
of Latin American musicians enter-
ing our nation. Knowing that Latin
music was gaining in favor in the
United States, Cuban, Mexican and
South American musicians and
bands have attempted unguccessfully

$3.500.000 Worth of Talent
Sold by CBS Bureau in 1934

About $2,000,000 was in commercial program bookings
alone, while lesser divisions all reveal increases—total
is approximately $185,000 above 1933 figures

NEW YORK, March 4.—Columbia Broadcasting System’s Artists’ Burcau did a
gross business in 1934 of approximately $3.500.000. of which sum a little over

82,000,000 was strictly commercial program talent sales.

Increasec over 1933 was

approximately $185,000. Exclusivc of the commercial program talent sales, which
do not include band. theater or night club bookings, individual increases were noted
in net commission profits. Band-booking department of the Artists’ Bureau did &
net of 850.000 over the year before: vaude booking end made itself 86,000 more than

the previous year and the club (private
entertainment) bookings showed an in-
creased profit of $2,000. The band policy
of CBS has been one of the special drives
of the Artists’ Bureau and in the past
year additional men were taken on and
each concentrated on a different booking
angle.

Offsetting the reports that the adver-
tising agencies were doing about all of
the commercial program talent bookings
is the fact that CBS, which had six peo-
ple in its Artists’ Bureau a little over a
year ago, now has a stafl of 27 employees.
As recently reported in these columns
Columbia Artists’ Bureau is now supply-
ing special exploitation and sales promo-
tion material with its band bookings.
New brochurei is under way now entitled
Best Spots in Town and will be brought
out in the usual CBS sales promotion
style of spiral binding and well illus-
trated in colors. All CBS artists will be
listed as well as the rapid strides made
by the Artists’ Bureau in supplying talent
not only to its own chain, but that of
competing networks and various hotels
and night spots as well as theaters.

It is pointed out that every CBS sus-
taining act has at least one commercial,
many have several, the only unsold
sustainer being ‘“Fats” Waller. Waller,
incidentally, has been booked for- the
Cotton Club in Los Angeles, opening
there March 16. The NBC commercial
show, with Ruth Etting and Red Nichols
for instance, is paying commissions to
the Columbia Artists’ Bureau, which sold
the program.

Average commission received by CBS
runs around 12 per cent, which would
indicate that the CBS bureau’s net book-
ing fees must have hit the 8350,000 mark

—— —_———

BowesAmateurHour

Almost Set for NBC

NEW YORK, March 2.—Negotiations
were practically completed this morning
between Standard Brands, Inc., and
Major Edward Bowes for the latter to
step Into Standard Brands’ 8-9 p.m.
Sunday spot on NBC and conduct an
amateur hour. Major Bowes’ amateur
show on WHN was the beginning point
in the current amateur craze. Starting
date will probably be March 24, a week
after the Chase & Sanborn opera con-
densations end. WHN will continue its
own Tuesday night amateur show, but
without Major Bowes as m. C.

NBC has been offering the WHN show
to prospective clients for some time, but
nothing came of it. Chase & Sanborn
was satisfied with its opera series, but
had to popularize its offering to meet
competitive broadcasts.

J. Walter Thompson Company is the
agency.

CBS Signs Phil Harris

NEW YORK. March 2.—Phil Harris,
orchestra leader and baritone singer, has
been signed by e Columbia Artists’
Bureau and has been booked to open
March 12 at the Netherland-Plaza Hotel,
Cincinnati. Leah Ray will be heard with
the orchestra as feature soloist, as usual,
The Harris dance programs will be
broadcast twice daily via WLW.

=== ————————=""="3
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May 4, 1940 Pg. 3

Trombone Succeeds Clarinet as
Swing Emblem of College Youth

108 schools polled in third annual survey conducted
by The Billboard—Kyser, Dorsey, {;oodman hold same
positicas as last year

L

By DANIEL RICHMAN
NEW YORK, April 87~For the third consecutive year, The Billbosrd applies
& stethoscope to the musical heart of oollegiate America and finds out what makes
it tick—what puts Joe and Jans Cullege in a fever of excitement, what makes
them delirious with joy, and what gives them a pain in the neck, musically
speaking—in a survey that 108

July 1, 1933 Pg. 12

Tony Wons Is Sold
On CBS Commerecial

NEW YORK, June 26.—Tony Wons
has been sold for a commerclal by |13 to give bands
Columbia Broadcasting System. which s
definitely renews his contract with the {of how and w
chain. of

Wons, along with the pfano duo of
Keenan and Phillips, will be sponsored
by the Jochnson floor wax company, with
the starting date on an extended hook-
up not definitely set. Tentative date
is around the first week in August, how-
ever,

Program will be a daytime proposi-

on
tion, with Wons doing his philosophical
stuff, on the importance of

May 4, 1940 Pg. I

COLLEGIATE CHOICE OF
ORCHESTRAS

The college editors listed, in preferential order, the three dance orchestras
which in their opinion are the most popular with the student body at their
schools,

Por purposes of tabulation, three points are given for a first choice, two
for second choice, and one for third choice. Points are proportionately divided
where the cholce was divided between two bands.

Bands were listed regardless of whether they had ever played on the
particular campus, the criterion being their expressed popularity with the
student body.

Orchestra First Choice Second Choice Third Choice TOTAL

GLENN MILLER .... 219 26 6.5 251.5
KAY KYSER ...... 36 34 12.5 82.5
TOMMY DORSEY .. 29 19 57
BENNY GOODMAN . 24 1.5 49.5
ORRIN TUCKER ... 12 12 30
Jon Savitt ......... 23
Cuy Lombarde 21
Sammy Kaye ....... 14
Hal Kemp ........ 13.5
Jimmy. Dorsey ...... 12
Artie Shaw 10
Glen -Gray 8.5
Dick Jurgens .......
Fred Waring .......
Bob Crosby .......
Ress Morgamn ......
Del Courtney ......
Louis Armstrong ....
Horace Heidt
Count Basle .......
Eddy Duchin .......
Duke EHington .....
Woody Herman ....
Jimmie Lunceford ...
Erskine Mawkins ...
Ray Noble ........
Matt Bettor .......
Wayne King .......
Andy Kiek ........
Ch Barnet ..
Blue Barron
Ace Brigoede .......
Larry Clinton ......
Skinnay Ennis ......
Chuck Poster ......
Vincent Lopex ....
Ted Weems ......
Gene Krups ......
Freddy Martin .....

NO CHOICE ....... 2
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Endeavors ever to serve the Profession
honestly, intelligently and usefully

March 13,

Omposight, 1900, by The Biibewd Publiching Compeny.

1920 Pg. 5

FIRST LFFORT
Of Jobn Barrymore in Shakespearean Role Stirs

Audience to High

Pitch of Admira

tion and Enthusiasm

SPLENDID PORTRAYAL

New York, March 8~—~Helen
who proved to be a great
vaudeville when she piayed N
York Palace the week of February 33
and was hel¢ over the folowing week,
will continue on the Big Time, it was
learned by The Billboard today. There
was some dispute over the ealary
question, Harry Weber, who is Miss
Keller’'s agent, asking $3.600, and the
managers, after several conferences,
snnouncing that the best they ocould
do was $1,750.

George Alfred Lewis, Miss KelLer's
manager, told The Billboard today that

f

g
:

June 29, 1918 Pg. 3

APPALLING DISASTER BEFALLS 3

Jan. 26, 1929 Pg. 2l

Voice Culture Fad
Having Bad Effect

af anv note {n pletures immediately took
up votee culture to prepare themselves
for the new field Tt hecame 5 very
aefinite vorue film prodiection men re-
part, for actors nnd actresses not skilled
in stoge work, to empley experts (o teach
them dinlog

The result has been that everyone {8
speaking In A hich-hat, affected voice,
nnding broad *‘a’'s”. whereas in most
rases their natural volces would be far
more desirable and useful.

Pictures are coming back east with
the actors and actresses, no matter what
role thev play. speaking their parts in
the crandest Park avenue fashion, which,
when nffected, sounds far more terrible
than when an  Englishman tries to
imitate a Southern gentleman.

Producine and distributing chieftains
bick east are tearing their halr when

B =

NEW YORK. Jan. 21.—Voice culture on the West Coast. affectation of talk
pv motion picture stars and an idea that 11 the men must talk like John Barry-
more and the women like sister Ethel or Katherine Cornell. is having a decidedly
unsatisfactory effect fn their talking pteture work.

Wwith the taikte hoom that came last summer, nearly every star and player

Film Artistes Talking_Unnalurally. Sounding Broad “A”
and Causing Chieftains To Tear Hair—Real Problem
Threatens—Steps Planned

Jan. 7, 1933 Pg. 13

NEW FILM

No Man of Her Own (Paramount).
Clark QGable, Carole Lombard and Doro-
thy Mackaill. Strictly a QGable picture,
and he will carry it. He gives a fine
performance as the salick and manly
lover. However, the story is spotty. It
starts off so slowly that it really bores,
but it picks up gradually and mounts
nicely to a pleasant climax. It will
please the Gable fans. For the others
it’s just snother picture,

The BSon-Daughter (MQM). Helen
Hayes, Ramon Novarro, Lewis B8tone,
Warner Oland and H. B. Warner. Miss

Hayes lifts this one above program rat-

HOW FOLK

HAGENBECK-WALLACE TRAIN IN COLLISION

SCORES KILLED AND INJURED

EMPTY TROOP TRAIRN

RUNNING AT

HIGH SPEED

CUTS THRU

Cooches on Rear of Show Train En-
toring Siding—NMNo Attontion Paid
to Warning Sigmais by Engi-
neer of Treep Traim

Since time immemortal there have
been train wrecks and serlous acci-
dents of all descriptions in the amuse-
ment world, but never in the annals
of circus, carnival, nor all branches of
the stage, has there ever been such an
appalling, horrible, sickening and
nerveracking catastrophe as that
which befell the unfortunate show-

folks of the Hagenbeck-Wallace Cir-
cus. early last Saturday morning just
a® the train was passing thru Gary,
Ind., en route from Michigan City to
Hammond, the next stand. Just as
the firat streak of morning light was
creeping thru the black of night, when
all were sound aeleep in their berths,
the ruthlesx hand of death swept down
and “with his sickle keen he reaped
the bearded graln at a breath, and the
flowers that grew between.”

The first section of the circus train
got away all right, and the second sec-
tion was just on the outskirts of Gary,
Ind., when a hot box was discovered.
The rection was stopped and circus
trainmen went back along the track
and set up warning and danger sig-
nalse. Derpite their warnings an

empt) equipment train came tearing

FIRE ADDS TO HORROR

along at fifty miles an hour. {gnored
eignals, and tore completely thru four
circus cars,.and demolshed the fifth,
filled with the nmleeping showfolk un-
conscions of the haorrible fute that
awaited them. More thun 85 of
our profexsional brothei~x and sisters
were either hnrled intn eternity or
burned to death in the tire which al-
moxt immediately hroke out and con-
sumed the wrecked coaches, while
nearly 150 others asustained injuries
of 4 more or lcxs serious nature.
There ~xeemsx to bhe ahanhiutely no
doubt ux to what ecnused the direful
calamity. Roth afMcinle nnd emplovees
of the roud agree that the engineer
must either have hecn axleep at him
throttle or too Y1 to heed signate, as
hi heuvy traln of stecl Pullman cars
crashed into the waiting circus train.
This supposition is borne out by the
statement of a flag an at Gary, who
stood horrified to see the troop train
dash by when all danger signals ahead
were set properly. IHe threw his lan-
tern into the engine cadb in an effort

to attract the engineer's attention, but
without avall. Also by the statement
of the towerman at Ivanhoe, a suburb
of Gary, who witnessed the entire
wreck. Lees than a quarter of a mile
away fromn the scene of the wreck he
saw the circus train atop to look after
the hot box; he saw it switch off the
main line of the Michigan Central to
the Gary & Western, as that road
would place the show closer to the lot
at Hammond, and he noticed that the
block signais had been properly set.
many years. The engineer in charge
of this empty equipment train. accord-
ing to the general passenger agent, had
been in the employ of the 1road for
many years and was one of its most
trusted employees.

Immediately after the wreck, and
during the great excitement surround-
ing it, both the engineer and his fire-
man made good their escape, and, as
far as the officials and other railroad
employees were aware, they were the
sole occupants of the troop train, to
which the terrible crash and loss of
human life did comparatively little or
no damage.

Late SBaturday afternoon the engincer
was apprehended at his home in Jack-
son, Mich.,, whither he had fled after
the accident. He was arrested upon
a charge of manslaughter and boun:l
over to await the findings of the coro-
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THEATER HONORS ITS OWN

May 4, 1929 Pg. |
New Acts

|

IRVING MILLS
—- Presents

Duke Ellington

-—and his—

Cotton Club Orchestra

gevtewed at the Palace. New York
§t e Band with specialties. Sctling
In 1l Time—Twenty-nin:
NN

Thew don’t come hotter in vaudevilir

than Duke Ellington’s congeries of d';rk
ote

(cuc.).

town bandsters. but they come
petter techmically. Duke has attatned
quite i repo In the farther reaches of

Hq,v, n with ms 11 frenzied instrumen-
tah=t~. and this was reflected in the
qumultneus applause acco ded each tidb!y
of the routine at this viewing. The act
- decicated. as the subbiling, The Last
Wor” :n leat. indicates, to the raising
¢ aud:ence blood pressure. This it does
—and even proceeds several paces fure
ther bv providing a 29-minute interlude
of pleasing entertainment.

Besides the irregularly timed but
neppy ensemble work there are obbliga-
toes 0f more than average merit by sev-
¢ral of the saxes., the corking drummer
who also warbles nicelv and the trio of
cormetists.  Speclalty bits are offered bv
Lecha Hall, bliies singer. who has been
with colored band acts before: Georgie
Carev. of bleached countenance, who
carols in a boyish alto, and Henry Wesal,
wko has an original style of kicks and
does a daring niece of ballroom panto.
w:ith an understuffed lady dummy.
Ellington s set at a steady ivories
position. leading with head movements
and ocle gestures. He's the kind of
leader we like, practicing the balancing
restraint appropriate to the boy at the
throttle of a heat-producing engine.

Oct 26, 1929 Pg. 15
Ben Turpin

Reviewed at Proctor's 58th Street.
Style—Comedy. Setting—In one. Time—
Fourteen minutes.

There {8 no doubt about the "name”
appeal of this film comedian of the
awry lamps. Altho just like many of
his flicker colleagues gone vaude.. he {»
using a poor brand of material. Pe-
cullarly, tho, he was able to keep the
patrons laughing consistently, but prob.
ably due to their memories of him in
pictures. He knows his comedy and with
scme sure-fire material would be a
knockout. Hp» met with heavy pre-en-

Oct. 26, 1929 Pg. I5
Milton Berle

T

Assisted by Lon Diaz. Harry Johnson,
Al Willis, Hazel McFariane, Marita,
Dorcthy Olive, Viola Evans and
Fay and Bobbie Moess

Reviewed at Loew’s State. Style—Flash
repue. Setting—In one, two, three and
full stage (specials). Time — Pifty-fve
minutes.

Distinguished by a cast of talented
artistes and a beauty-packed troupe of
terpsichorean girlies, Get Ho¢, the 22-
people unit starring Milton Berle, raises
the appeal for that type of entertain-
ment several notches higher than good.
The loquacious Berle is both witty and
talented and genuinely worthy of stellar
billing. He assumes the role of m. ¢. in
wisecracks and gags, but unlike the
usual m. ¢, mixes tn with the routine
offering and comes near shouldering the
entire comedy burden of the unit to
good results. The line of stepping mald-
ens, facetiously monickered “The 13

(See NEW TURNS on page 31)

Violet Besly At Libe-ty

8ong and Dance. Change. An Aou. An .w
uals Responsidle na
East T3d 8t.. Clevaland.

April 27, 1929 Pg.

New Acts

The Marx Brothers

Groucho. Harpo, Chico and Zeppo
In “The Du Barry Scene”
From Animal Crackers
Thru the Courtesy of Samm H, Harris

Mme. Du Barry......... M.argaret Irving
Major Dojo.............. Albert D'Anato
Benjamin Franklin..... .Frank L. Hall
The Queen....... L, B e Helen Fowble
Lady-in-Waiting......... Annette Davies |
The Musketeers...... The Marx Brothers |

Reviewed at the Palace, New York.
Style—Comedy and musical. Setting—In
three (special). Time — Thirty-eight
minutes.

It's been many seasons since that
four of a kind, the Marxes, have been in
vaude. One begins to realize how much
the big time has missed since the Marx
freres stepped out tnto the heavy “name"”’
class with their legit. debut in I'll Say
She Is. RKO appears to be learning
from the fox passes of K-A and K-A-O
and as a result we have the Marxes back,
if even for two dates or thereabouts,

| and others not too numercus, but too

risky to mention.
This vehicle fits into vaudeville be-

cause it has the pep. dash and smarte |

ness required of big-time matertal.
Technically it's as much an honest-to-
goodness act as Chi. is the City of Quiet.
Who cares about such minor detalls, tho,
when such a comedy conglomeration as
this packs houses and stirs up long,
dormant belly laughs? The affair is
labeled as the “Du Barry Scene” from
Animal Crackers, but it eventuates as
something bigger and better. The deli-
cately fashionped Du Barry nonsense |s
preceded by the contract-bridge bit. One
would think they'd bill it; surely it's
noahing to blush about—and we're never
known Mark Luescher and his under-
lings to be overmodest.

Those who know their legit. also know
the whereof and wherefore of the two
aforementioned Marx Brothers' bits. Our
task is but to enlighten that they fit
into the ace-house atmosphere as well
as Pit Leader Lou Forman, and that's
saying loads. If there is anything as
funny in its way as the *Du Barry
Scene"—and as glove-fit for vaude.—it’s
8mith and Dale in their Hungarian
Rhapsody. But the Marxes have the ad-

July 8,

April 9, 1927 Pg. 21
N. Burns and Grace Allen

—_—fN—
LAMB CHOPS
By Al Boasberg

Geo.

at the Palace Theater, New York. Style
—Comedy, chatter and dancing. Settiny
—In one. Time—Fifteen minutes.

This 18 an act that should register
anywhere. The cross-fire banter s
mostly original and delivered with a
punch. Miss Allen has a winning per-
sonality of the ingenue brand; she takes
the middle course of the quiet girl who
knows her way around. altho she inclin
toward lamb chops as her “plece x
resistance’”. She interprets the role of
the sophisticated Dumb Dora—if there
could be such s combination—in such
manner that Burns gets most of his
laughable bits successfully. The girl is
a neat stepper and the man has severa!
attributes that help make the act
click. The turn opens with the trite
“Didn't I see you in Atlantic City?",
but diverges from that point into some-
thing really interesting in chatter and
comedy. For a closing bit Miss Allen

reading—it will take only a matter of
8 or 10 hours—and Burns brings his
rug and pillow and reclines on the stage
while the girl gets off some wise cracks
which Burns sends home with a good
wallop.

One of the smartest teams in this

Reviewed Monday matinee, March 28, |

brings on & book which she proposes |

1944 Pg. 3

Robeson, Martin, Sullavan,
Clark, ‘Carmen,” “Turtle’ Tops

&
Supporting awards go to Jose Ferrer and Audrey Christie
as all branches of legit vote for the outstanding achieve-
ments of the Main Stem for season 1943-1944

By Robert Frances

NEW YORK, July 1.—The official returns are in. Legit’s own poll
has chalked up its first winning slate for outstanding achievement in the
theater. By the time this issue of The Billboard reaches your newsstand
you likely will have caught the results when the “Donaldson Awards”
are presented to the winners on CBS'’s “Fun With Dunn”

?rogram, Monday

(3) and Tuesday (4), over a OCoast-to-

Coast hook-up. However, ladies and

gentlemen of the theater,
in case you missed the
broadcasts, here are your
choices for 1043-1044
season’s honors. They
represent a consensus of
something over 1,000
opinions, stemming from
every branch of legit.

According to showbis’s
alant, John Van Druten’s
Voice of the Turtle is the best play pro-
duced during the past season. The Don-
aldson Awards, of course, go to only the
first in each category, but runner-up
mention tabs Lillian Hellman's The
Searching Wind. Tomorrow the World
is third on showbiz’s preferred list.

Moss Hart is named the season's top
director for his handling of Winged
Victory, with Margaret Webster taking
second place for her, Othello and Cherry
Orchard stagecraft. John Van Druten
rates third for the staging of his own
Turtle,

Oddly enough, two groups divided the
honors for both outstanding lead and
supporting performances. Paul Robe-
son’s Othello 18 voted tops among the
actors’ ohores, and Jose Ferrer's Iago care
ries off the crown for supporting roles.
In the fem depantment, Turtle acores
again, with top acting honors awarded
to Margaret Sullavan and supporting

(Se¢ DONALDSON AWARDS on page §)

vantage In numbers, With Groucho §,, ~ 5", 2 0 O e e o o8
~ July 8, 1944 Pg. 5
First Annual Donaldson Awards
For the first time in the history of the theater its people have expressed themselves on what they feel to be
the outstanding achievements of a Broadway season—in this case the season 1943-°44. Here is the way they voted. Second
and third places are only prinfed for the record,
By “they” is meant the actors, actreeses, press agents, critics, stagehands, producers, treasurers, ticket sellers nnd
mmngenwbomkodonthommatemdurm'mepm season.
Play Division
CLASSIIICATION FIRST SECOND THIRD
Best Play ............ b 000000 SO RRCG 0 It 0 AL «+.The Voice of the Turtle The Searching Wind Tomorrow the World
Best Direction ...... aslo do 60860 golod 0 0.aoBdGa ees oo, Moss Hart Margaret Webster John Van Druten
Outstanding Lead Performance (lule) ......... . .Paul Robeson Jose Perrer Elliot Nugent
Outstanding Lead Performance (Female) ....... . .Margaret Sullavan Rizabeth Bergner Ruth QGordon
Qutstanding Supporting Performance (Male) .... .Jou Perrer Montgomery Clift Willlam Wadsworth
Outstanding Supporting Performance (Female) .., Audrey Christie Joyce Van Patten Georgia Burke
Best Scenic Design .......cccoivviveiinnnianns ..Stewart Chaney Corp. Harry Horner Howard Bay
Best Costume Design ...... 53000 & 50na000a00 «.++:+The Motleys Aline Bernstein Robert Edmond Jones
Musical Division
CLASSIPICATION FIRST SECOND THIRD
Best Musical Play ...... 0o0ap oo b SN o cceeesss.CoTMeENn Jones One Touch of Venus Mezican Hayride
Best Musical Directlon ........ccccceveeecnnces ..Hassard Short Hia Kazan Charles Priedman
Best Lead Performance (Male) ................... Bobbdy Llark Kenny Baker Jan Kiepura
Best Lead Performance (Female) ................ Mary Martin QGertrude Niesen June Havoc
Best S8upporting Performance (Male) ............. Kenny Baker Melville Cooper George Givot
Best S8upporting Performance (Female) .......... .June Havoc Paula Lawrence Vera Rlen
Best Dancer (Pemale) ......ccectevccecicnnnnne. Sono Osato Vera Rien Jane Di Gatanos
Best Dancer (Male) ...ccccoivecencccccnccsesanan Paul Haakon Jere McMahon Val Valintinoff
Best BOOK .c.ocouucne 0008860806 5605006006006060955000 Carmen Joneg One Touch of Venus Mezican Hayride
BeB T BCOTO! Vs o1slofe s[ofs o] ele oo o5 o oo (ohoree o o o o[ & 5o a[sTala <Hore & Carmen Jones One Touch of Venus A Connectiout Yenkee
Best LYIiC8 ....cccvecnterenocccscossnancnaacass .Oscar Hammerstein II Ogden Nash Cole Porter
Best ChOTegraphAY ......cccvveeenencecescaancoans Agnes DeMille EBugene Loring Jack Cole
Best Scenlo Design ...cocvvvveininnerncnane - Howare® Bay George Jenkins
Best Costume Design ................... +««..-.-Raoul Peine DuBois Mary Grant Miles White
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Jan. 13, 1923 Pg. I

SMITH FIGHTS CENSORSHIP
AS HAYS UNTANGLES SNARL

Governor Opposes New York Fim Board —
Arbuckle Rumpus Muffled at Movie
Mentor's Meeting

T

right and proved- that there are

ernor Smith against motion

HE welcome, even tho anticipated, public declaration by Gov-

picture censorship in his message

to the New York State Legislature started the new year off

still those who can be depended

upon when times are tough in show business.

Coming on the heels of the
usual predictions for a prosperous
1923, and followed by the hush-
ing by Will H. Hays of the hulla-
baloo he caused by the announce-
ment of his variously interpreted
Christmas message of goodwill to
Roscoe (“Fatty”) Arbuckle, the
Smith stand was a rift in the cen-
eorship cloud that for so long has
covered the film sun. Exhibitors
not only from New York State
but from all parts of the country

have joined organizations op- -

posed to censorship in messages
of gratitude to New York’s rein-
stated Governor.

In his message to the Legislature
-Governor Smith kept his pre-election
promise by saving:

PASTOR WARNS

March 18, 1922 Pg. 23

Film Exodus From East
Seen in Selznick Move

New York, Jan. 8~ The announced
intention of the Selznick Pictures
Corporation to move its distributing
organization, Select Pictures Cor-
poration, its general offices and its
-Eastern producing companies from
New York to Los Angeles is causing
no end of comment along Broadway.
That other important film com-
panies,. with interests widely di-
vided, will watch the outcome of
the Selznick plan to have all of its
business activities in one place may,
follow suit ie freely predicted. Selz-
nick officials argue film buyers will
go as far as Loa Angeles for good

plotures,

THAT PUBLIC

MUST RID STAGE OF FILTH

John Haynes Holmes, Supporter of Theater and
Censorship Foe, Blames Playgoers

New Yok, March 15.—The Rev. De. Joha
Hagoes Holmes, paster of the Owmmuaity
Chorch hew, and admittedly a “‘passisnate
over of toe theater” and an oppenent of
censorship, has jssued a statemest
be warss that cenditions ta
sare a stench in the mestrils
gitizen” and urges that masagers,

pnu.uurqmmtmhn
ticn ia our theaters? Have we actmlly
oo utterly demevalizsed in thought and senti-
meat that we are gelag % permit a coatine-
esce of coaditicns which are jateleradle o
every decent-minded man and weman! Haw
we got to come 0 the desperate remedy of a
censership 18 erder to rid the city of the Alth
which mow eacumbdors and pelistes its life?
*1 desitate

greatest acters
the opera bouse aad
cblef source of rpecreation and inspiration.
Respects Some Managers

'] ktmow some of the theatrical managers
and bave great respect for them. I have
the bosor of acqualatanceship with prominest
actors and actresses and kmew them to be
ladies and gentlemens Wwhe are an homor %
the great profession which they adern.
is these very iaterests and relaticashipe which
bold me faat to the theater aad
Jealous of fts mame. Indeed, it B

'

York

such cenditiens conlinue it is, of comrse,
a cemsorship will come, and if it
3% say this: Do not blame the min-
churches. Do pot talk about
and Pusitan fanatics. Put

23
s
1

]

blwe steckis

BES
¥
]

managers who pat these
o8 the boards for the sake of the
tbey can make and iavite the
come ia and see them.

Opposed to Censorship

opposed, however, to a eensorship,
because ] am opposed that [ want
t situation cleaned up bdefore we
ceasorship imposed upom ©s. A ces-
p has 2o place in a democracy because
t iavolves the scbstitution of & governmesat
of perscas for & government of law—an opin-
fom for a prisciple ia social order. Further-
more, & censorship, however well administered,
is
activity of the creative spirit.

“What we must have today !s not a resort
to censorship bat to the common lsw. This
common law, as Cblef Magistrate McABoo says,
bas brokea dowm, but this means pot that the
law is defective but that public opinien for
some reason or other is demoralized or im-
different. What we need at this moment s
& quickening of public sentiment, and every
teacber ia -this city, ia church or school, ia
pulpit or piatform, should bend his every e»-

H:
15

%

£5
e

ergy from muw om to stir the pubdlic mind to |

& consciousoess of what js going on today and
%0 am expression of outrage and action against
this poisoa forced upon us.’

WOULD ANNUL CONTRACT

St. Paul, Misa.,, March 10.—Mr. and Mre
Ray A. Briggs agreed to buy the Oak Theater
for $34,500, paylag $1.000 cash and giviag a
deed to their home to Merchant P. Buzzell, of
Minneapolis, in part payment, Now they are
su'ng to recover tbe money amd property given
in paymest and for an annulment of the coo-
tract, chaiming the theater i s losiag propo-

. sition instead of a ‘1littls gold mine” as rep-

reseated.

an iatelerable iaterference with the free

July 28, 1917 Pg. 90

FILM CENSORSHIP GIVEN
BLOW BY CHICAGO JURY

Mary Pickford Picture, The Little American, Will
Be Shown in Western Metropolis Despite
Funkhouser Decision—New Board of
Ten Censors Is Now Proposed

Chicagn, July 21.—This city is going to see
Mury  DIlekfora’s great  patricotice Pl
Litte Amerfenn. A Jury selected to puss up o
the picture in Judte Joseph Snbath's Coart
found thut Major Funkhowser, the Chicngo cen-
sor, excerded s rights und acted inouan ar-
bitrary maunner jne denying the Arteraft Dic.
tur«s Corporation a permit to eshitlt it,

to the constitiational gunruntee of free speech
wid o free proess,

“Uinler the Steffen plan pletured woull not
twe subfet to the whin and caprice of one man:
they wonbl meet the unbiased judgment of u
bourd, free and fodependent of police dictates.
It woubl teke o majority to coodemn, not to
the  presumption would be fe fuvor of
the pleture,

“Nao o picture

pieture,

s~

Judge Rabath issued o writ glving Arteraft
the right to exhibit the picture at onee. and
urrangements buve Leen made to open the pro-
duction at the Stadebiaker Thenter,
tonight, Frank Agyres, assistunt  corporation
counnxel, representing  Fonkhouser, uotihed  the
court he intended to nppedl the sase, but Jost
a legal battle with Cnarles I'. Nchwartz, attur.
ney for Arteraft, in an attempt to prevent the
eahlbition of the pleturse pending  the

is obscene or dmmoral msbout
whith thoe ean be a «(viston of opinion among
i bioaly of repuatable, fulrminded persoms. The
B of Censors, ws now constitated, dn not a
free aigent, It 49 duminuted snd roled by
'unkhouser. 1t has uo ordinance rights of its
owin, It presents uot its own conclunions, but
b coinpetled to present and indorse the Fuuk-
howser view,

beezinninyg

appenl.

The writ was promptly served  wpen Major UThe community hus lost putience with Funk-
Finkhouser and Chief of Dolice Schoettlor, Yiaser.  The pejection of the stirring, patriotic
pivture, The Little American, on the gronnd

From the the the court ope vl in the miern-
ing unti) the writ was sermved it was a hard
duy for the *mthtant Muijer.™"  ‘The fuct that
the Witheswen  whe  testiled  aennst  the
pleture were Germans was the subfect of e
ristve vommnent by nttorneys for Arternft.

that 1t mlght burt the feelings of the German
selitiers,  was  the  List straw, The  Couneit
Comamitree vcun perfortn a distinet,
fugmiztnnt public service by conducting & thoro,
intell zept  investigation Into censor<hip con-
Hitions during the sutwmer vacation, wnd recona.
menting  to the Council for inmuedinte setion
in the fall un orlnance which will give Ch;-
Ao a wane, rationnl ccusorskip or supervision
of moving  pirctures,®

Judiciney
only FHery

A noresult of the declsion cetnarstip o thie
city han recelved a0 powerful bhlow, which e
torekedd by pubdle sentiment.  On turning
the Muary Yickford-Arteraft pictare  Funkhouser
staited what s expected to result in hic ol
dovwnfall if what the leeal pubications print i«
any criterion,

In an editorinl The Chicago Amerlcin bast
Werel; *The Connetl wiit tind that  parldie
centineent s back of censorship reforn: along
the lines of the ordlnance jotrodunced by Aht
Walter 1), Steffen. The projused law eliminates
Paekbonser from  the eensorship sltaation, It
peevidex thnt  the Chief of  Police <tart] fssme
perieits for the exhitbitlen o«f all noewing  pric-
tures, provided that the plefures are not iue-
maral or obseene,

A tiloe can not be brandel immoral or obh-
weefie exeept on n majority vote of u bonrd
ten coensars. whe shall not e members of
the Police Departiient.  The Steffec ordinance
upgroaches the situation rrom the right angle.
Itx theory js that to show au picture i» pot a
privilege; it is a right—a right closely related

down

Oct. 5, 1929 Pg. 3
S1.25 Top, Says Shaw

1ONCON Sept. 28.—In a newspaper
discussion with C R. W. Nevinson,
famous painter. who said he would be
willine to attend QGeorge Bernard
Shaw's plays provided he could do so
for 6 pence (12 cents), 8haw replied:

"I agree with Nevinson as regards
theater seats being expensive. Noth-
ing written by Shakespeare or his
suecessor, myself, is worth more than
$ shillings (81.25) for one night's en-
tertainment.”

Feb. 21, 1914 Pg. 7

SHIT B

ul

THE SIN OF SUGGESTIVENESS

Last week, in a review of the bill at Keith’s Cincinnati Theater, I
criticised Anna Held for resorting to the pornographic Parisian piffie
she has relied on for years. The Billboard's staff of writers has a
strong conviction that suggestiveness in any form is not for the thea-
ter, especially theatres which cater to ladies and children.

80, in reviewing Miss Held's act, I used words more forceful thas
elegant.

Then Anna Held calied at The Billboard offics with her mapasger,
#r. Gene Buck.

No, nothing of the kind.

She did not call to resent the criticism.

8he just called.

Anna Held is a regular fellow. She is the quintessence of charm,
and the personification of magnetism. BShe is pleasant, affable, demo-
cratic. She has winning personality and she has the open mind. She
is an artiste to her finger tipa

And as we discussed generalities and sperred for an opening, 1
saw these characteristics plainly. 1 sensed her artistry, and ackanowl-
edged it

There was no reference to my review—mno battle. But had there
been. I should not have been worsted. 1 was armed.

Suggestiveness doesn’t belong on the stage. No artiste is justified
in using it In the bar-room, perhape, it is excusable—no ladies and
children go there. But in the theater, where a big percentage of the
patronage is made up of young girls, it is out of place. It jars the
finer sensibilities. IT MAY EVEN EXCITE DANGEROUS CURIOSITY.

Anna Held is a great artiste. She has international fame. She
has wonderful ability. She is capable of better and infinitely greater
stuff than the sex-appeal thing.

Her success in vaudeville depends not upon singing risque songs,
and simulating the movements of the Ghawarse.

Neither orally, nor by gesture, is it necessary for her to enact the
animated aphrodisiac.—THE MAYER.
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Revolﬁtioﬁary
‘Disk Marvel
By Columbia

30-Minnte High-Fidelity

NEW YORK, May 22.—Columbia
Records, Inc., is known to be prepar-
ing a brand-new wrinkle in phono-
graph records that conceivably may
exert tremer.dous influence on the en-
tire industry, from home record play-
ers thru library services. Opening
gun in an intensive exploitation and
promotion campaign’ on the new
product is expected to coincide with
the Columbia dealers’ convention in
Atlantic City the week of June 21.

In the nature of a new disk marvel,
the basic gmmick is said to be a
micro-grooved vinylite disk in both
10 and 12-inch sizes, which would
be aimed mainly at the home record
market but could expand readily into
other fields. The disks would operate
at 331/3 r.o.m. and, depending on
size would yield from 30 to 45 minutes
of high-fidelity, wide-range music on
each record (two sides).

Since no home sets are equipped
to run at the slow, e. t. speed, the
diskery is known to be readying an
entire unit for conjunction sale with
the hush-hush platters. The unit re-
portedly will consist of a turntable
and motor adapted for the lower
speed, complete with a special head

July 27, 1929 Pg. 18

HUSTON THRU
IN TALKIES?

NEW YORK, July 22 —Walter Huston,
who made a distinct sucCess via talking
films in his Gentlemen of the Press for
Paramount, is apparently thru with pic-
tures. He has returned to Broadway to
accept an offer from Arthur Hopkins to
play i a legitimate production entitled
Commodore Trunnan.

Huston, it is understood, efter his ex-
cellent work in both Gentlemen of the
Press and The Lady Lies, was to be given
a long-term starring contract with Para-
mount. His stage experience, excellent
voice and fine personality seemed ideal
for talking films. The actcr is known
as a strong Equity man and' recentiy
gave 8500 to the emergency relief fund.
It is not known if his Equity status had
anything to do with his decision to ap-
pear on the Broadway stage In the Hop-
kins opus.

Arthur Hopkins, who will produce
Commodore Trunnan, said he signed
Huston more than three weeks ago when

both met on the West Coast

Nov. 2, 1929 Pg. 4
PUGILIST IN PLAY

NEW YORK, Oct. 28.—Jack Johnson,
the only Negro to hold the world’s
heavyweight boxing championship, will
be seen on Broadway this season in a
role in the dramatized version of Julia
Peterkin's novel, Black April. Daniel
Reed made the adaptation.

Jan. 8, 1910 Pg. 5

MARY GARDEN’S OPIMNIONS.
She Believes in Easy Divorcs and 8he
Is Not a Suffragette.

MaryY Grrgen. the ecreator of Massenet’s
*‘Sapho’’ in this country, dJdiffere from Sarad
Bermbandt on the question of soul uwioan.

May 19, 1917 Pg. 67
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solutely necessary.
tall or over.

Burroughs® story,
Apes.’’

work guaranteed.

WANTED
AN ATI

For Motion Pictures

Previous experience in Pictares not ab-

Exceptional muscular de-
velopment of shoulders and ‘
play the part of Tarzan in Edgar R
‘“Tarzan of

Sixteen solid weeks of HARD

Call or write immediately.
When writing send full particulars, with pbete.

NATIONAL FILM CORP. OF AMERICA

Steger Bullding, Chlcago
OR

WR. W. A. SEITER

ILETE

Must be six feet

To
ice
the

arms.

The Billboard'
Re.!1408 Bresdwey, Now York CRy

Jan. 4, 1930 Pg. 37

“Radio Entertainer

By JOSEPHINE M. BENNETT
{Communications to 1560 Broadway, New York)

—rr

|

Radio Seen as One of Biggest

Branches of the Show Business

With television just around the corner?
and. according to the bhrst predictinns,
likely to come intn genrral public rse
within a slim two years. eptirely revolu-
tionizing the firld and equipment, radin
is fast recaching the maznitude., world
importarce and financial securitvy that
threatens to make it equal, if not
superior. to any other hranch of show
business.

Aralnst its wisiies in some re:nects, the
amusement industry is heing forced more
and more to recognize the radio field as
one af i{ts most important and powerful
branches. Five years ago a hyvbrid form
nf entertainment and frowned on by
rhow bhusiness in general. the radio in-
fant has grown within record time to
the point where today it is second only
to motion pictures as a gigantic industry
in the entertainment business. And it
is growng bigger all the time.

Durine the past year the strides made
by radio have bcen more forward than
those made by any other branch of show
business since the beginning of amuse-
ments. With most other branches of
the amusement industry weakening, with
the exception of mction pictures. which
{ike radio owes its renewed strength to
the mechanics of talkies. radio’s future
is rosier than ever before.

Besides the advances made {n programs
over the air. radio is stepping ahead {n
squipment. with 1930 likely to offer new
improvements over the screen-grid tubes
br-ught out during the past year, and

the -lectra-dynamic loud speakers the
vear before.

Althn nnt expected so soon, 1930 may
aet. television under wey for the home.
Dr tinitely planned by the leading manu-
facturers, accordirng to reports. is the
popularizatinn ~f the combination radio
and phonograph sets. with radio recently
claimed to have stimulated the aale of
records thru plu:zing of popular songs
and others over the air.

Amateurs, who made radio at the be-
cinning, are out almost entirely now.
Radio, during the past year, has intro-
duced the various {orms of entertain-
ment to the air that {ts guiding geniuses
have found are in demand, and which
entitle the industry to closer recognition
as a genuine branchr of the show busi-
ness. Comedy had been demanded and
received. and all material on leading
chains has had '» pass an acld test,
whereas before anvthing went,

The improvement in radio programs
has been such within the last 12 months,
with audience appea! catered to. and
the chalns signing onlv the best of
talent, that radio has settled fjtself as
one of the biggest parts of slrow busi-
ness now.

It and motion fictur>s are, apparent-
iv. the cnly two branches of the industry
‘hat are forging ahead. Both, with radio
having the edge. arc seen as the future
forces of entertainment. Both are al-
ready big monopolies.

Feb. 22, 1919 Pg. 3

FINE TRIBUTE TO E. F. ALBEE

Credited with the Reconstruction of Vaudeville and
the Elimination of Many Abuses and Hardships
Formerly Suffered by Artists

By WALTER J. KINGSLEY

Reconstruction—the world’s great-
est post-war problem—has reached
the theater. In vaudeville a revolu-
tion has laken place o quietly and a0
succeasfully accomplishing its aims
that the outside world is only just be-
ginn!ng to realise what a splendid
strnke of ploneering in community
life it really is. In a word the artists
.ave becn organized for collective bar-
gaining and' collective action under
treaties with the managers organized
for the same protective purpose. The
relations of the 185.000 vaudeville ar-
tists now in the National Vaudeville
Artists Assoclation with their employ-
ers in the Vaudeville Managers' Pro-
tective Assoclation have undergone a
profound change. No longer does a
minority of employers rule a majority
of artists subject to Individual whim
or caprice and without a court of
competent jurisdiction to pass upon
the quarrels. grievances, breaches of
faith, dereliction of contract on both

conduct of thelr profession, and, act-
ing oollectively, the 'weakest opening
act is guaranteed the same measure

f f~ir dealing as the most expensive
headliner.

This reconstruction of vaudeville is
the work of E. F. Albee, head of the
B. F. Keith Vaudeville Circuit, who
has always had a desire to create the
most liberal and pleasant relations be-
tween employer and employed and has
always recognized the fact that a rad-
ical readjustment of the vaudeville
business was necessary.

Artists had made many complaints
about managers, and managers (n their
turn found fault with artista. Mr,
Albee began the propaganda of re-
form and one by one convinced his
fellow vaudeville managers that the
entire profession should be organiged
upon ultra-modern sociological lines.
that the artists should be placed In
such a position that thelr rights would
he automatically protected and that

Jan. 12, 1907 Pg. 54

AL. JOLSON,

Black Faced Comedian with the Operatic Voice.

NEVER IDLE.

Address BILLBOARD, Cinocinnati, O.
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RCA TO PRESS ALL SPEEDS

Jan, 7, 1950 Pg.

Diskery Goes 33 in March
To Service Entire Market;
4.5 Promotion in High Gear

NEW YORK, Dec. 31.—RCA Victor,
strongly feelmg it is over the hump
on 45s, will start pressing 3315 disks
c¢n or about March 1 in order to serv-
ice all segments of the record-buying
public. In an announcement of new
policy, the diskery stated that it in-
tended to make available to the con-
sumer RCA Victor's unsurpassed
brary of the world’s greatest artlsts
and music recorded for all record
players: 45 rp.m., 78 rpm, 331,
r.p.m. Thé announcement is scheduled
to break Wednesday (4) in full-page
ads in 15 newspapers in New York,
Philadelphia, Chicago and Los An-
geles. RCA’s 33Y; is described as a
new and improved unbreakable disk.
Orders are now being booked for
early spring delivery.

July 8, 1944 Pg. 3

Lili Marlene Now
Property of U. S.

WASHINGTON, July 1.—Lil{ Marlene
may have been turned out by German
tunesmiths but it 1s now the sole prop-
erty of Uncle S8am.

More than anything else, the emer-
gence on the Washington scene of Lilf
Marlene showed how slowly the Capital
moved this week. There appeared noth.
ing more important than who owns the
song and under what conditions could
it be played.

Entertainers returning from the slit-
trench circuit have reported considerable
GI popularity for Lil{ Marlene, which has
not become hot in this country because
of the cloudy origin of the plece. It s
authoritatively reported that Lil{ Marlene
is around the top of the Nazi hit parade,
and it is just as authoritatively denied.

At any rate, some of the mystery was
solved this week when the alien property
custodian announced that the United
8tates Government now owns all rights
to Lili Morlene and warned that anyone
wanting to exploit the song had better
apply for a license or else get into
trouble.

The diskery decided to press 333s
in order to serve a ‘‘vociferous minor-
ity,” according to one company exe-
cutive, It was stated, however, that
the company’s majior emphasis will
continue to be 45, which it considers
the best on the market, not only for

_pops but also for classical music on

the basis of selectivity and fidelity.

June 3|, 1939%Pg'. #

NBCCan’tBuy
Film for Tele

NEW YORK, May 27 —National Broad-
casting Co. has been unable to purchase
feature films from any of the major film
producing companies for use on NBC's
television programs, according to reliable
sources. While the network has not been
given a flat no, ilm firms are sald to
be playing cagey and, by demanding
rentals “about the same as the Music
Hsll would pay,” place the costs of the
pix far beyond NBC's allowances for tele
fodder. Music Hall usually buys its pic-
tures on & high percentage of the gross
arrangement.

Radio trade naturally takes the plc-
ture attitude as one indicative of fear
of what television may do to the picture
trade. Producers and exhibitors have a
number of theories on tele; among them
one that it will help and another that it
will hurt. Most agree, however, that the
required mass production will be Holly-
wood's strongest lever into tele. Since
Courtland Smith made his report on
television to the Hays office several
months ago, in which he said that tele-
vision might parallel the upheaval sound
films caused, pic producers have been
very cagey.

NBC 15 using some film shorts on its
twice-weekly tele shows, having them
produced at low costs locally.

March 13, 1920 Pg. 32

Apirl 6, 1940 Pg. 4

Apirl 6, 1940 Pg. 4

Going Doggy

NI'W YORK, March 30.—Lou Coe-
tello. »f '.bbott and Costello, and his
representstive, Edward Sherman, are
the co-owners of a racing greyhound.
The whippet, now six mo:x ¢hs old, will
be nared The Billboard .nd will be
entered at the dog track. In Plorida
as soon '3 he’r ¢«'7ible. The hound
is now Yo ned at Costello’s

Radio City Is
Finally Finished

NEW YORK, March 30.—With the
granting of a temporary certificate of
occupancy for the 22-story United States
Rubber Bullding, Rockefeller City, as an
amusement and commercial center, was
completed Thursday (28), with the
Metropolitan Opera absent. The Rocke-

June 30,

1906 Pg. 35

w NEW MILLS PHONOGRAPH

Reproducing |

Helxnt, bl inches
Depth. 27 luchen

O-inch Records.

——— THE ONLY

10-inch Record Coin-Operated

HONOGRAP

ON THE WARKET,
al

THYE LATEST ADDITION TO OUR
LARGYE LINE OF SLOT MACHINIS.
This is absolutely one of the best ma-
chines we have ever offered. The
mechanism i9 as ncarly perfect as hu-
man skill can devise it Teis far supe-
rior to any other on the market, be-
cause with a 10-inch Record Machine
our patrons can offer o larger variety
of selcctions. songs by grand opera
stars, cte.. which are in demand. but
cannot be satisfactorily produced on a
7-inch record.

The case is made of quarter-sawned
golden oak. fine hand polish, and trim-
med with massive fittings, highly nickel
plated. The top and front are fitted
with hevel plate glass, showing the
mechanism anderncath, which is fully
nickel plated and greatly improved:
also fitted with a larger and mu«-ln
more supcrior motor than the 7-inch
machines. It can be operated bv colins
or fitted with a large horn. and ar-
ranged to play and repeat antomatic-
ally. Just the thing to build up the
patronage of an Arcade. Special prices
to Parlor Arcades. Write for them.

MADE ONLY BY

1 MILLS NOVELTY GO.

II-23 Jefferson St., CHICAGO.

J(IDS(IN[ AIIDA\JS PICKS WINNERS

HE I JINGING

BY L. GABSARJ AND GEORGE GERSHWIN

. GE
THE MOST SENSATIONAL VOCAL, INSTRUMENTAL AND DANCE- YOUR
NUMBER RELEASED FOR PROFESSIONAL USE IN MONTHS
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CAP FIRST MAJOR ON 3 SPEEDS

July 22, 1933 Pg. 13

Hill Billies’
Air Popuarlity

Mountaineer music enjoy-
ing big vogue — hill-billy
boys grabbing commercials

&

NEW YORK, July 17.—Indications are
that the fastest growing type of cnter-
tainment in radio is hill-billy music.
making a comeback after a few years
of obscurity. The vogue may be at its
peak now, but it shows no signs of let-
ting down. Hill-billy acts have becen
getting the breaks lately, most of them
leaving vaude for a much warmer wel-
come in the studios. Stations that did
not have a single hill-billy program a
few months ago now run them several
times a week.

Mountain ballads have been enjoying
increasing sales, while statlions report
heavier fan mail than ever for the hill-
billy boys. WMCA reports hill-billy stuft
making the biggest galns in fan mail,
while WINS is using three such pro-
grams weekly—George Grundell, Dwight
Butcher and Bob Allen’s Mountaineers—
altho it did not have a single one a
month ago. John McCormick, WINS
program chief, says the Increase in re-
quests for mountain ballads has been
remarkable during recent months and
that hill-billy acts have attained a pop-
ularity equal to that of a few years ago.

Most of the hill-billy programs are
sustaining, but quite a few have landed
sponsors, CBS and NBC have both becen
giving increasing attention to mountain
music.

Nov. 23, 1929 Pg. I5
Bob Hope

Revieuwed at Ketth's Jefferson. Style—
Comedy, singing and dancing. Setting—
In one. Time—Sirteen minutes.

Discovered here recently by Lee Stew-
art when he was with the WLS Show-
boat Revue. Bob Hope., youthful enter-
tainer, showed great promise to the
RKO bookers, who promptly signed him
to the circuit for a year, with an option
on his services for two years more. And
certain it is that they were not wrong
in their judgment of him. He stepped
into the show-stopping category here
with a consistently appealing line of
chatter, warbiling and eccentric stepping.
The way he puts over his material with

July 23, 1949 Pg. 17

as quickly as possible—for on
make up its mind. We believe

major move toward this end.
be misconstrued. His action,

that what he is doing repres

The water has now burst
strengthens as companies othe

Editerial

Three Speeds Ahead!

The Billboard has held to the position that the record
business, for the forseeable future, is a three-speed industry.
It has urged disk companies to face this fait accompli
squarely and to make material available on three speeds

will hasten the industry’s recovery.
Glenn Wallichs, Capitol Records president, has made a

represent a victory of one speed over another. His belief in
45 r.p.m. remains unshaken. He also believes it is good
economics to put his Telefunken catalog on 33. He believes

for Capitol, but for the record business.

and resources to follow the lead of the Coast major.

ly in this way can the public
acceptance of this philosophy

What he has done should not
in the larger sense, does not

ents a step forward not only

the dam. Let’s hope the flow
r than Capitol find the courage

Aug 27, 1949 Pg |

Decca Takes
MGM, Capitol

LP Plunge;

and Mercury

Flock Into Spree on 33

Rackmil Outlines Plans for Microverters

NEW YORK, Aug. 20. — Decca
Records, after many months of de-
liberation which stirred considerable
trade speculation, this week got its
feet wet in the disk business’'s me-
chanical evolution by plunging into
the 331/3 long-playing field. The
Decca move, reports that MGM Rec-
ords is favorably eyeing the long-

play medium, preparation by Mercury |

to peddle LP players, and Capitol's
decision to market pop albums at

July 22, 1933 Pg. I3

“Radio’s‘'Loveliest Lark*

JANE

FROMAN

FRIGIDAIRE PROGRAM
Priday 10:30 p. m. CES,

March 21,

LT

INTH T

33Y; (see other stories page 195)
combined to make this week a land-
mark in the rock-ribbed establish-
ment of LP as an item of accepted
 contention in record buriness.

| Decca Prexy Milton Rackmil, in
unveiling the diskery’s LP plans to
The Billboard, stated that the firm'’s
move to the medium will be backed
un by the marketing of LP pt'ayers
I and microverters bearing the Decca
trademark. Decca, at one time in
the phono set business, will not pro-
duce the plaver: but will haye tham
made by outside set manufacturers.
Doccca will sell taese players ana . 1 ¢-
roverters via the fir'n's regular dis-
tributing channels, They will retail
at $9.65, which is the price tag on
{ the machines which Columbia has

1914 Pg. 54

July 23, 1949 Py. |7
&

Telefunken’s
Longhair on
33% by Sept.

Price in Line With Columbia

By Lee Zhito

HOLLYWOOD, July 16.—Capitol
Records will produce 3313 long play-
ing microgroove pressings of its class-
ical Telefunken catalog in addition
to the 45 and 78 r.p.m, diskings now
being released, thereby becoming the
first major label to straddle the speed
fence to make its product available
in all three forms. Initial long-
playing release will be sometime in
Segtember, by which time the Coast
major intends to have all its Tele-
gunken releases to that date available
in 33% r.p.m. form. This will amount
to approximately 25 long-playing 10
and 12-inch platters,

Capitol will keep its microgroove
price structure in lidle with Colum-
bia’s, asking $3.85 and $4.85 for 10
and 12-inch Jong-playing platters.
Coast major will use 33% r.p.m. to
gupplement 78 and 45 r.p.m. only for
its classical library, keeping pop,
Western and all other wax categories
on 45 and 78 r.p.m, Capit ° factories
are currently being converted for mi-
crogroove production. Bill Fowler,
Cap veepee, is now in Scranton, Pa.,
to supervise changeover of the disk-
ery’s major plant.

Dec. 14, 1927 Pg. 3
Test Case of
Record on Air

NEW YORK. Dec. 9.— The Artists’
Protective Soclety. Inc., is preparing its
first test case to determine whether
radio statlons have a legal right to
broadcast a phonograph record made by
popular orchestra leaders, musical com-
edy. stage or vaudeville artists without
payment to the recording artists.

The suit will be brought under that
fection of the copvright law which im-

SOPHIE TUCKER

The Mary Garden of Ragtime

The Biggest Box Office Magnet
in Vaudeville

THE GIRL WHO PUT “POP” IN POPULARITY

FRANK C. WESTPHAL,
Accompanist.

MAX. E. HAYES,
Agent.
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DECCA SUING

Record Film Monitoring D
Preparatory to Legal Action

NEW YORK, 8ept. 10.—Decca Record
Co., preparatory to bringing suit against
broadcasters broadcasting {its disks, s
now collecting evidence against those
stations which are not abiding by =a
Decca letter, sent out last February,
ordering broadcasters not to use the plat-

l

and clog the machinery set into motion
by the American Federation of Musicians
and National Assoclation of Performing
Artists,

Basis of the Decca suit will be that
the wax company has a property right
in its recordings, in that it contributed
*unique services” in the manufacture of
the disks.

That Decca means business is indicated
by the fact that it is granting no sta-
tions permission to air Decca platters,
Decca has been recelving special re-
quests from broadcasters, but wax firm's
legal department feels that to grant
permission would only weaken the Decca
case in court.

Much of Decca's evidence is gathered
by s monitor system, members of its
staff making notes on stations using
Decca disks—such notes including date,
time of day and title. Spokesman for
the company claimed that broadcasters
thruout the country are using Decca ma-
terial.

STATIONS?

With AFM licensing broadcasters and
using the disk threat to bring recalci-
trant broadcasters into line, the Decca
move takes on added significance. With
the AFM sanctioning radio’s use of
disks under controlled conditions, the
Decca gesture {s regarded in some quar-
ters as indicating its bellef that such
a step is not within the province of
the musicians’ union.

Decca once before came to grips with
radio on the same subject, the occasion
being the Frank Crumit vs. WHN case.
Disk company was successful in secur-
ing an intervention order on the ground

i that it had a property right in its re-

ters. Buits when filed may throw a
monkey wrench into the music industry
April 20, 1929 Pg. I5

New Acts

“Kate” Smith

Rericwed at the Palacc, New York.
Style -Blucs singer. Srtting—In onc.
Time—Eleven minutes.

«Kate” Smith has other qualifications
that arc more substantial. but there's
one feature of her act which places her
in vaudeville stardom. S8he's stingy on
routine and that's a failing common
with some of our best sincles. At this
show she did three numbers—all corkers
_put that's hardly cnovgh for a girl
booked on the sheer merit of her work.
The buxom and surprisingly graceful
teature of Honeymoon Lane and the
gastern company of Hrt the Deck has
one of the most resonant deliveries it
has been this reviewer's pleasure to catch
m vaudeville. She’s the topnotcher of
the coon-shouting mammas. She's not a
comedienne. so there's no chance of
sophie Turker and others of her stamp
1akine anv offense Miss 8mith 15 a
warbler. plain. but not so simple.

Besides an incomparable delivery. Miss
smith has a great method of selling
4 song. When revlev.ed she opened with
Carolina Moon. In her hands this pop
mt sounds like the hit of hits, which
wne know it isn't, having formed our
eptmon when hearing it put over by
artistes of lesser merit. She next carol»
the Hallelujah mumber from Hit the
Deck. leaving the apron to her capable
mal¢ pranist. who does a medlev. Out
agaln, Miss Smith walloped 8 homer
with her version of [I'll Never Ask for
\ore. doing something of a Charleston
dance toward the finish. They applaud-
ed vicorously not following but during
the steppinc. an indication of thelr ad-
mirat:on for the heavy girl's lithesome-
ness. She stopped the show cold. The
hand was among the heaviest in the
show. It all happened in the sixth spot.
starting the second half. Miss 8mith is
as big time as they come. E. E &

March I, 1939 Pg. 17
OUT-OF-TOWN OPENINGS
“Five Kings (Part One)”

COLONIAL

(Boston)
Condensation by Orson Welles of
Bhakespeare’'s chronicle plays. Presented

by the Mercury Theater. Directed by
Orson Welles, technical supervision by
Jean Rosenthal, scenery designed by
James Morcom, costumes by Millta Dav-
enport, incidental music composed by
Aaron Copland.

The cast: Robert Speaight, Burgess
Meredith, Guy Kingsley, John Emery,
Fustace Wyatt, Willlam Mowry, Edgar
Barrier, Erskine Sanford, Orson Welles.
Gus Schilling, Fred Stewart, Lora Baxter,
Alice John and others.

Orson Welles is again attempting to
improve upon the standards set by Wil-
liam Shakespeare. Whether or not he
has done so must be left to the judg-
ment of a critical public,

Welles has undertaken to condense
intc one evening's entertalnment, albeit
a long, long evening (the opening night
audience saw the curtain rise promptly
at 8 and the final curtain descend some

July 26,

'D. W. GRIFFITH

1924 Py. 49

SIGNS

PARAMOUNT CONTRACTS

Well-Known Director

To Begin Work With

Famous Players-Lasky in Autumn—Thomas
Meighan Renew s Contract for Long
Term of Years

New York, July 17.—DParamount today «une
{ - wd the pejort current for some time that
[+ W, Griffith Lad ~igned a contract to bevin
wora Uhee? the Pamous Players.lasky bann-r
0 e e conung fall. Griffth is pow in
Gormas? 'eginning work on hie la«t fiim for

te Un o Artists, “Dawn’”  The affiliation
of Griff*. w th DParamount, negotiated by
Adolph Z kor, pre<ident. has been gpanimonsly
ni-prosed by the lnard of directors of D, W,
Grffith, lie.

With no timie limit «t, the contract c.o-
tains enls ' bLuredt terme, Jt having bLoen
agreed liweon Gr f1ith and Zuker that all 4.
tails } ctild by them verbally duripg the
duratic: of  the engasement,  Accord.ng o
Zoker'~ antouncemen’  CEvery resource of tiie

erzani at:on will be pla.ed brbind the mastep

d.recto. When Mr Gr.(fith hapge his hut in
the Foome Playrrs-La<ky studios be will have
tLe tenefit of the must efficlent amus-ms ot

orcamration in America, Therefore Griffith,
the oct of the screen,
since he became a world
ntt  of organization,

burissrd by biminess of

figure will have the
8 clear mind un-
d stribution weorr.s

3
- e —

April 6, 1940 Pg. 4
Can She Play, Too?

SEATTLE—Out to break his own
record of 238 hours continuous piano
playlng, Eddie Carter has been en-
gaged as the window attraction of the
Ryan Purniture Co. and draws side-
walk lines as he keeps going night
and day, with 15-minute breathing
spells each hour. He has a nurse at-

Dec. 6, 1941 Pg. 3

for the firet timo |

tending.

cwrent regarding unfriendly relations existing
h tween Thomare Meighan and his producere,
''« information being that the popuiar star
Liad renewed bBls contract for & long term
of years.  Moighan has just completed *'Th.
Ala-kan'  under tbe direction of I.orbert
Brenon, with "Tongues of Flame'* roon to
take him back to work. He is at present on
the Coast,

Dec. 12, 1936 Pg. I5

Cohan, Harris
PartnersAgain

[ ]
Old firm to produce again
as veterans reunite—first
show set for January

°

NEW YORK, Dec. 5.—George M. Cohan
and Sam H. Harris, legit producing team
which operated successfully from 1904
to 1919, will again function as a unit
beginning with the presentation in Jan-
uary of Parker Fennelly's Filton of Oak
Falls. Play, which has been rewritten
by Cohan, goes into rehearsal soon, to be
followed by a two-week run at the
Plymouth Theater, Boston. Direction
will be handled by Sam Forrest, who
acted in a similar capacity under the
old Cohan-Harris partnership. PFennelly,
author, is a radio and stage actor who
had a couple of plays tried out last sume-

Allen, Benny, Crosby
Not Interested in Vaude

NEW YORK, Nov. 20.—In muiling
over the Paramount Theater's 15th
anniversary and six years of 8 name
band and attraction policy. Bob
Weitman, manager of the house, re-
vealed that of the three top vadio
attractions, Bing Crosby and Fred
Allen refuse to play vaude, and Jack
Benny wants too much money.

Benny, when approached for a
Paramount date, wanted $20,000 a
week, which he didn‘'t get. Bing
Crosby was untouchable, despite the
pleas of every Paramount big shot.
Crosby is apparently making too much
money in radio, pictures, records and
perhaps horse racing. Fred Allen de-
votes all of his time to his program,
and refuses additional work. To get
him to make one appearance in con-
nection with the Benny-Allen picture.
Paramount’'s headhunters had to
work on him for three days.

mer at 8kc vhegan.

Last production by Cohan-Harris, The
Royal Vagadbond, ran head-on into the
Equity strike, and Cohan retired shortly
thereafter from the partnership. Harris,
tho favoring the mansgers' view of the
battle, nevertheleas fell in with the
group which came to terms with the
players. The meu: took different tacks
but remained friendly.

Plays produced under the fjoint aus-
pices of the two Included Little Johnny
Jones, back in 1904; Forty-Five Minutes
From Broadway, George Washington Jr.,
Fifty Miles From Boston, The Talk of
New York, The Man Who Owns Broad-
way, The Little Millionaire, Seven Keys
to Baldpate, Get-Rich-Quick Walling-
ford and many others,

July 22, 1933 Pg. 12
Morton Downey Returns

NEW YORK. July 17.—Morton Downey
and his wife. the former Barbara Ben-

nett. returned from Europe last week.

April 29, 1916 Pg. 3

GHAPLIN SUES
ESSANAY FILMS
10 PROTECT HIS
NAME AND FAME

He of the Funny Feet Invokes
Aid of Law

Asserts ‘‘Padding’’ of Carmen
Burlesque Injures Reputation

Contends Had No Right To
Release Without O. K.

New York, April 22.—Alleging that
the photoplay burlesque on Carmen,
in which he is featured, and as re-
leased two weeks ago by the Esrsanay
Film Manufacturing Company is not

March 18, 1939 Pg. 17

Hepburn Socks “Story”
In Philly; Others Fair

PHILADELPHIA, March 4.—Katharine
Hepburn provides the bright spot on
Philly's legit business. The Philadelphia
Story, catapulted by rave reviews, turns
in a sizzling 26G for the second week
at the Chestnut with a 83 top. First
week garnered a nifty 823,500, The show
closes tonight because of previous come
mitments.

QGrosses at other houses are only fair,
The Yiddish community turned out to
pay 87,500 at the Locust to see Three
Cities, Maurice Schwartz's drama display
in 8 one-week stand., with a 82 top.
Engagement closes tonight.

Estimated grosses for Golden Boy,
with Betty Furness and Phillips Holmes,
is 87,000, with a 81 top: The Importance
of Being Earnest, with Clifton Webb,
Estelle Winwood and Hope Willlams,
opens Monday.

The Women at the Forrest, also with
a 81 thruout the house, closes a nine-
week stint here with an estimated $8.000.
The D'Oyly Carte troupe in a Gilbert
and Sullivan repertory opens Monday.

A 176-cent top netted Spirochete, the
WPA offering at the Walnut, $2,500.

April 20, 1929 Pg. 14
Room-yq on Fox Time

NEW YORK. April 15 — The Pat
Rooney family ts taking on <ome of the
choice Fox Timec. It opened in Detroit
this week and is due next week in
Brooklyn, and Philadelphia the followinz
week. Marton Bent and Pat Roonev III
are Included as per usual
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Mutual Sues NBC for 10 Million

Under Sherman

NBC Divests itself of Blue Net

NEW YORK, Jan. 10—Mutual Brood-i

casting System and six affiliated stations
today filed suit for $10.275,000 damagos
against the Radio Corporation of
America and the National Broadcasting
Company. The action, taken under the
Sherman Anti-Trust Act, followa by one
aay the announcement of separation of
the NBC Rgd and Blue networks and
formation of a new company, Blue Net-
work, Inc., announced yesterday by
Devid Barnoff, president of Radio Cor-
poration of America.

The Mutual suit, filed in the United
States District Court of Chicago by MBS;
WON, Chicago; WOR, New York; WOL,
Washington; WGRC, Louisville, WHBPF,
Rock Island, end KWK, St. Louis, charges
RCA, NE:C and its officers with engaging
fn *“+m:vful conspiracy among them-
selver '~y with third persons, to injure
plaintifis by hinderin, and restricting
Mutual freely and fairly to compete in
the on in interstate commerce
of nationwide network programs.’ =iu'"e
tifts claim damages of $5,425,07° ‘'rutb
seck a judgment fir tree tin. . this
amount, tor .¢r with ‘t.orney's fees
and . oosts. Flaintifis also seek an in-
junction against the alleged restrictive

942 Pg. 4

Anti-Trust Act;

July 22, 1933 Pg. I3
Fred Allen’s New Sponsor

NEW YORK, July 17. — Fred Allen
came in from Old Orchard, Me., last
week to confer with NBC officials on a
new commercial in the fall. He might
take over Tom Howards commercial
spot or be featured on a mayonnajse
concern’s program.

NBC To Report
Piccard Flight

CHICAGO, July 15. — Elaborate
preparations are being made by NBC to
report the flight of the Piccard brothers
into the stratosphere on or about July
17. Specia!ly built radio equipment will
bring the voices of Piccard and his
pilot. Commander T. G. W. Bettle, to
radio listeners. There also will be a
cosmic ray equipment which will permit
transmission of electrical impulses
caused by the cosmic ray. Radio equip-

July 28, 1934 Pg. 8

Television Set

If New Firm’s

#
National Tele Corp. has set

apparatus, studios, all ready——expenmented two years—

to use flesh, stills and film

NEW YORK, July 21.—After two years
tightly locked doors, National Television

television shows and <ell teievision receiving sets this September.
are to be priced in the neighborhood of 8200. Firm is a subsidlary of the Sirian

Lamp Company, which is also affillated wit

Arcturus Radio Tube Company and World Bestos Corporation.
of the largest in its field. NT has a complete transmitting unit assembled ready

for business. Equipment is suitable for
televising flesh acts, stills and films. At
W3XAB. CBS' old televislon station,
formerly the mcst active in the East, pro-
visjons were made for flesh only. NT,
able to utilize all kinds of show material,
will be In a good spot to develop tele-
vision programs. Sending and receiving
equipment has been developed by NT,
Image ts about 8 inches square.

Sale of receiving sets will be the chief
source of revenue. it 18 hoped. Television
advertising was banned by the late FRC,
while the new Communications Commis-
sion hasn’'t had time to settle this point
yet. Omne model to be marketed s of
unique design, generally resembling, in
appearance, & modernistic radio cabinet.

for Fall
Plans Click

s to sell for $200—sending

s—images six inches square

of research and experlmentatlon behind
Corporation 18 preparing to broadcast
Recelving sets

h other manufacturing outfits, including
Arcturus is one

July 22, 1933 Pg. I3
NOBLE
S1I AS ? LE

INTERNATIONAL
DANCE ORCHESTRA.
First Continental  Tour

Direction
Consouontn RADIO
ARTISTS, INC.,

Iolsﬂwly N. Y.
Permanent Address After Tour:
NOBLE SISSLE & HIS INTERNATIONAL

The image, however, instead of being seen
in the center of the set, is focused on the
corner. This increases audience radius
and enables a Jarge group to see the flying
pictures.

To the layman one of the most revo-
lutionary features of the.set is its ability
to recesive in broad daylight or in a
brightly lightod room. Previously most
sets for general sale required darkness.
Cabinet also includes an all-wave radlo
attachment, which can be operated inde-

t 1560 Broadway, ORCHESTRA'NN York, N. Y.
TITO

Jan. 7, 1950 Pg.

Ink New B-VH
Deal; Settling
Morris Angles

NEW YORK, Dec. 31. — Tho at-
torneys for Johnny Burke and Jimmy
Van Heusen and E. H. Morris stated
emphatically that conditions of the
severance of the writers from the
pubbery had not yet be2n settled,
the definite word as The Billboard
we..t to press was that the team had
made a deal with Famous-Paramount,

A spokesman for Famous-Para-
mount admitted that the deal had
been clinched, tho some last-minute
details had not been ironed out. He
did say that the cleflers were not
bringing any of the copyrights they
had in Morris into Famous-Para-
mount. From all indications, Famous-
Paramount is not setting up a special
sub-firm for Burke and Van Heusen
at preosent, but will publish future
scores by them. First of these will
be the tunes from the forthcoming
Bing Crosby flick, Riding High.

GUIZAR

TENOR ON WABC.

Mondays nd Satardays, at B
5:45 P. M.,

pendently.

At first both flesh and films will be
used, latter either to be rented or pro-|
duced by NT. A separate studio for flesh
programs has been buillt. B8héws will|
probably resembie a combo of radio and|
vaude.

Technical aspects include mechanical
scanning rather than the cathode ray
tube. Altho RCA thru its chiet tele-
vision engineer, Dr. Viadimir K Zwory-
kin, has expressed confidence for cathode-
ray talevision, NT prefers mechanical
scanning as more practical. At first 60-
line pictures using a mirror drum will be

Sundays 9:00 P.ML
Also ﬂml P‘Itrre. Indef.

BABY
ROSE MARIE

SOLE FEATURE TA%II‘Y YEAST PRO-
GR
Starting July 10, 7:15 P. M., WJIZ,
Mondays.
Direction EDWIN W. SCHEUING,
Park Central Hotel.

@ FEones: CiRcie 7-3835-3836, New York,

Jan. 8, 1910 Pg. 5

ZIEGFELD AND
BIGELOW MIX

[Manager and Actor Use Fists in
Dressing Room of Chicago
Theatre Where Anna
Held is Playing

SEATS ARE AUCTIONED

PRER SE—

Clarles A. Bigelow, leading inan of the Anna
tleld Miss lonocence Cowmpeny, bas tendercd lis
resiguation.

Tue action of Me, Bigelow follows a Ot
@git (o bis dressing-room lo which F Zlegfeld,

Jr.. played the ‘‘opposite’’ role.
“'‘Report eariy tomorrow moraing for rebhear-
wsl, vverybody,”' came the order fror Zicgfeld.

‘N0 febearval for we,"”’ declared Bigelow.
“I'm tired out with them now.’’

“What's that?’ screamed Ziegfeld. but Blge-
ljow had entered hiz dremming-rown and closed
tbe door. He wan leaning oser Lis chalr an
{acing bls shoes when the door wis burst ojwn

and Zlegfeld, according to the story, ‘‘rushed®’
uim. Bigelow nrweived a blow on tbe cirn.
eorge. Mr. Higelow's valet, rushed to the as-

sistauce of hls employer and belped to mix
things r

Miss tleld reached the room la time to see the
rolet gripple with Ziegfekl and throw bhim
froms the 100m. Ziegfeld is sald to have pusbed
ver from the room.

**1 am tiwough with Zirgfeld for good and
211" dectared Mr. Rigelow. °*i sball peturn to
New Yok as movn as ] an feeling a little bet-
ter. 1 have been 111 for several days aml was
really f1c mo shape to work. That is why |
obr"ed to the rheateal’” _

be Jittis affair Lad Do effect on the businews
being deoe by Miss lupocence as all records
for theatrieal receipts jo Chicago will ondoubt-
edly be broken by this compsny.

Oning to the unprecssicnte) demand for sests
tt was decisied to auction those for New Year's
Eve. and the result was bhevond the foadest
dreams of thoge whey conceived the plan.  Tle
deoinud was sbarp. and the bidding for the
cboive gittings keeu.

June |, 19

1899 Pg.
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ROADCASTING WAR

Jan. |, 1942 Pg 4

New Blue Network
Board, Personnel

Set-Up Completed

NEW YORK, Jan. 10—David Sarnoff,
president of Radio OCorporsation of
America, yesterday announced formation
of Blue Network Compeny, Inc, a
wholly-owned subsidiary of RCA. Papers
of incorporation were flled at Dover,
Del. This company will operate the Blue
network and will own and manage WJZ
in New York: WENR, Chicago, and KGO,
8an Prancisco. Afilliates will total more
than 100.

Bluo Network, Ino., will continue the

and business of the Blue net-

wor division of NBO, and will be super-

much of the same persounel.

lhrk ‘'oods, heretofore vice-president

and treasurer of NBO, will be ident

of the Blue Network Y. -~ with

Edgar Kobak, preku-lgl vict-presi-

dent in charge of the Blue sales, as ex-
ecutive vice-president.

Nies Trammel, president of the Na-
tional Broadcasting Compeny, continues
in that capecity, and s also chairman
of the new ocompany's executive com-
mittee, which also includes Woods and

After o conference of execs today (10),
the board of directors and the operating
pereonnel of the new company were an-
nounced. Board includes Woods, Kobak,
Lunceford P. Yandell, George 8. De
aouu. John Hayes Hammond Jr., Joseph

V. Beffernan and Charles B. Jolliffe.

Pcnonnel of the new company in-
cludes Phillips Curiin, vice-president in
charge of the : Keith
vice-president in of the stations:
Lunceford P. Yandell, vice-president and

Feb. 22, 1919 Pg. 3

ACTOR LOSES
Suit Against Dramatic Critic
Criticism of A-;;\g, No Matter

How Severe, Held To Be
Not Libelous

New York, Feb. 15.—The suit of
Geoffrey Stein, actor, against Hey-
wood Braun, dramatic critic on The
New York Tribune, has becn decided
in favor of Braun. Stein sued for
$10,000, aileging that a criticism of
hig acting in The Awakening of Spring
contained libelous statements. The
jury, after hearing evidence for two
days, returned a verdict for the de-
fendant.

Justice Dugro In hls charge to the
jury stated that every person has the
right to publish fair and candid criti-
cism, no matter how severe it may be,
even tho the person criticized should
suffer loss. And in regard to the ar-
ticle which appeared {in The Tribune
over Braun's signature, he charged
the jury that if the article was con-
fined to comment upon the plaintiff's
acting, without attacking his moral
character or professional {ntegrity,
he could not recover damagesa.
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Popular Songs Heard in Vaudeville Theaters Last Week

Guide to New York Publishers (see letters following titles) :—
My—Geoo. W. Meyers, 145 W, 45. H-V—Harry Von Tilzer, 123 W. 43.
S-B——ﬂl’plro. Bernstein & Co., 1416 Broadway. F—I]<o0 Felst, 135 W,
44, M-.I—F. A. Mills, 122 W. 36. J-S—Jcrome & Schwartz, 1523 W. 13.
W-H—Wenrick-Howard Co., 154 W. 43. W-B-S—Waterson, Berlin &
Snyder, 112 W, 36. J-Heme H. Remick & Co.. 221 W, 46. A—
Maurice Abrahams, 1570 Broadway. R—WIill Rossiter, 145 W. 45.
W-V—WIill Von Tilzer, 145 W. 45. T-M—Thecodore Morse, 143 W, 40.
W—Witinark & Sons, 144 W, 37. K-P—Kalmar-Puck, 132 W. $4. J- K
—James Kendis, 144 W. 45. H-W—Harry Willlamas, 154 W. 16, J-W-.§
Joseph W. Stern & Co,, 108 W, 38, H-R—Harold Rossiter, 228 W. 46.
J-M—Joe Morris, 145 W. 45. Pa—Paley Music To,, 145 W, 45. C-K-H
~—Chas. K. Harris Columbia Theater Building. T-T—'l‘ell Taylor, 154

W. 45.
SONG INFORMATION

SONG INFORMATION:—Readers of The Billboard can secure
reliatle information concerning popular songs and their publishers;
suggostions for songs suitable to their act, or any other details con-
cerning the newest songs, by addressing The Billboard, Heidelberg
Bullding, Times Square, New York. All inquiries will be answered
through the columns of The Billboard. Application for professional
coples should be addressed to the music publishers direct.

PROFESSIONAL COPIES FREE
To Professionals Mentioning The Billboard

Songs Heard In New York Vaudeville Last Week

Fox and Dolly Underneath the Cotton Moon (My): I Love the
(Palace) Ladles (W-B-8

Graot and Hosg When | Get )hrrled Today; After a While:
(Palace) I'm Strong For You.

Hines and Fox Of With the Old Love, Or With th~ New
(Palace) ks B); That Ever Lovin’ Cello Map; Deril's

Nellle V Nichols Tango 'Den (Ml); I'm On My Way to Xauda-
(Palace) lay (F).

M'ller lnd Vincent Rebecca of Sunnybrooke Farm (J-R):; Hesltate
(Bronx) (H-V); Bahy Mine: Where Cap [ Meet

You 'l'bnlght (J-M); Answer.
Hussey and Lee I'm On My Way ‘o )hndllly (F): 1T Want to

Dance (C-K-H); Where Was Moses When
the Light Went Out? (F); He's a Devil lo
His Own Home Town (W-B-8).

(Bronx)

Sam apd K Morton That Old Sweetheart of Mine.
‘Bronx

The (Glrl l&{he Muff Popsy Wopay: Camp Meeting Band (MI); Whesn
(Bnmm(rmln s) the Angelus 1s Riuging (W-B-S): YWhat

Will Become of tne Poor Little Girls?
When the Angelus 1s Ringlng (W--B-S).

Down in Shenandoah Valley {W-R); They Can't
Do a Thing Toless I'm Around; Rring Me
Back My lovin’' Honey Boy (W-R): I'm
Saving All My Tovin® For You (W-R); 1
Want to Hear That Lecvin’ Rag Again.

Indian Suffragette; Everybody Has a Caharet.

Jimm
ﬁ-mmeuteln 's)
nghtner and Jordon
(Hammerstein's)

Trixie Frigans!
(Hammerstein’'s)

Hayden, Rorden and Hayden
(Bnmmenteln 8)

Eva Shirley
(Hammerstein's)

Say., What Do Yon Mean; Pullman Porters On
Parade (A).

Dancing Amund (W-V); Where the Red, Red
Roees Grow (J-8); I'm Crying For You
(W-V); Of With the Old Love, On With
the New (SB).

Lilllan Lorraine Wherever You Are (8-B); Kill Me With Love
(Winter Gardenj (8-B).

Songs Heard In Chicago Vaudeville Last Week

Of With the Old Love, On With the New: You
Won My Heart: Dewr Old Glirl; ' Oa Ry
Way to lhndallg

Melinda’'s Wedding Day: Robert B. lLee; My
Hero; While the River of Love Flows On;
gnllmu Porters on Psrade; Great Big Btue.

yod

Marie Dreams
{Hippodrome)

Rower of Melody
(Hippodrome)

H. T..McConnell Let Me Sece Your Halobow Seulle.
(l!lppo-lmmﬂ

Cummings and Glading: I'm Thirsty All the Time: Arabdia.
(Majestic)

v Iollnsly Apache.
(Majestic)

Palaquita and Brother I'm On My Wny to Mandalay; Redecea of 8un-
(McVicker's) ny brooke

Edna Aug And tbe vmm mm Pursued Her.
(McVicker's)

Green and Parker Hehmholy Baby: lf He Lool. Good to Motber,
«McVicker's) e Looks Good to

Howard and Sadler Reh«-ﬂ of 8upaybrooke !‘lr- Goed Ship Mary
(McVicker's) Aon; Bring Me Back My Lovin' Homey Boy:

)Ilne You Won )ly Heart; Love Me While

the Lovin' Is Good
Romana and Cwrpe Good #hip Mary Anmn: (.\eupnu Bay; Cemp

(McVicker's) Meetiog Band.

Gant aod Bosley My Loviog Hooey Boy: You Made Me Love You;
(Colonial) There'r a Girl {a the Hear? of Maryland.
Stanles’'s Semlnary Qirle Throw Up Your Hands My LAttle Dearie; Huat-

(Colonial) ing Is a Great Old Game: What & Dreamy

Night for Preaming; The Reacty Doctor.
Annie Laurie; Has Aanybody Here Reen Rover?:
On the New York, New Haveo and Hart-
ford; Thia Is the Life.
Kalahuli's Hawallang 1 Was g Fool Who Believed in You: This Is the
(Colonisal) Tife.

Burtwick and Howard
(Colonial)

Songs Heard In San Fraacisco Vaudeville Last Week
Fritsi Scheff Kiss Me Agela.
(Orphenm)
Kanfman Rros, 1 Love Rer, Ob, Oh. O&.
(Orpheum) Chill Cblli Bean,
Minde! Kingeton and Geo, Wdoer Alexander's Ragtime Basd (Freach); That
(Orpheum) Doa’t Care Dsnce.
Columbia Park Boys I Love You Califormia.
(Empress)
\{urnév Bennett Do You Take This Womas For Your Lawful
mpress) Wife?: Intermatiossl (parody); Where

Md You Get Thrat Gird} (parcdy).

Weston and Lean While They Were Danciag Areund; What a

(Pantages) Poo] I'q Be,
4ix American Bosebode This Ja the Life For Me: That Baseball Rag:
(Pantages) Take Me Back to Alsdem.

GO OPOP POV 000000000000 0000090000000 0009042200800 040300
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METROPOLITAN
MIRTH—MELODY—MUSIC

COLUMSBIA BURLESQUE CIRCUIT
“WORLD OF YROLIOS"

ANNA PROPP—'‘Get Hot.,” Romian Dasce, Damce D'Masnia,
Deace ia Male Atfire,
NELL VERNON—‘'"The Boys Won't Let Me Alome,” “I'NM Porget You.' *Yno Hoo.*

J()! nnmob—"uy Mammy Ksows,” “Stelea Kisses,” *“What Are You Going Te Do

With Our Boys.”
“8LIDING" BILLY WATSON—*Namber Tes,”™ *“Boft Oocal.”
LILLIAN HARVEY—'Qin-Ots, Giany &bore;” Singing fpecialty
JACK cn(nox—-'muum" “Down is \daight Tewn,” Specialty.
ROY PRCK—'"Ten Little Piagera.”
PRINCTPAIR—*Tn the OM Town HalL*™
BENTIRE COMPANY—""This Is Mais Street.”

AMERICAN BURLESQUE CIRCUIT
“SIRXLS FROX JOYLAND”
ROSE LEE AND SIDNEY PAGE—'Lescssme Witheut You.”
NELLIB NELSON—‘Jazs It.”
HAZBL DOUGLAS—'‘Once Agsin, Omes Again;™ Specialty,
BOB m,ﬂ- ‘Sunday, Whes the Ohmrch Bells Ring:" *‘Seags of the Past,” *Om
' "ll

“In Teanessee.'” Drunk

SIDNEY PAGE—'I've Got Everybody's Number,” Singing aad DLancing Specisity,
ROSE LEE—'Mandy °'a’ Me.” ‘“‘Moonlight.’””

MASCULINES—Comedy Binging Quartet,

SHOW QIRLS—'‘Wine, Wlise.”

FLOWER GIRLS-—‘“"Plesase Buy & Fiower.,™

ENSEMBLE—"80 Come, Yes, Come.”

TRVING SELIG AND NELLIE NELSON-—'Sometime.”

ENTIRE COMPANY—The Labor Marseiliaize Somgs.

MISS NELBON—Dance Ia Fantastic.

THE GAYETY THEATER—Phlladeiphia, Pa.
BURLESQUE §FTOOK OOMPANY

MABEL McCLOUD—"Pxil of Jass,® ‘“‘Sumsy Teanessee.”

MARY McPHEARSON—'Joys,” “Down Yooder,” *“Too Mean Te Cry.”
GRACE HOWARD—"Ma."” “Frasces Dances,” ‘‘Mandy and Me.”
HOWARD WRIGHT—'1 Wosader.”

HARRY SMIRI—Speclaity.

COMPANY—"A1l for Yun asd Pmn An»

LOUI1S WEBER—~—Musical Director. =

TROCADERO THEATER—Philadeiphla, Pa.
BURLESQUE #TOCX OOMPANY

nmnnunon— ‘Depper Den,” *Melea Tima,” ““Whea Francis Dasces Wita Me,™

"Leave Me¢ With & Bmile.”

REINE VIVIENNE—'Sweetheart,” 1 Got

ALPHIA GILES—"Martell.” “I Am Prom Dixie,” “If I Oaa’t Have Yeu™
Mine,” “Remember the Rese ™

81D ROGERS—Speciaity.
MLLE. DABILL—-‘I\. Dl)e. of the Vams.

Jan. 14, 1922 Pg. 30
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SONGS BY AMERICAN COMPOSERS

PRESENTED IN NEW YORK RECITALS RECENTLY

The m s00csdosFecolTeTioeccccscsorcsse JOMD AMea Carpenter,
Blumber BORE ,ccc000000000000000000s0s0cccccs John Alden Ourpenter.
The Oreat AwWakeniag ,,ecccecescosccccccccc..o A, Walter Kramer.

May, The ll.li‘n,..-..............-..--......John Alden Carpenter,
Retreat ..c.o00000

ce0000000000000000000s000000000000000edOln Alden Carpenter.
Bring From the M M-aoa--oocuccc--o P. Oilbert.
Irfs ........ eescccosdosccscccssessscsscccccses Harriet Ware,
At the POUBAIR cccccsccccoccscrcsssoscoscedes Harrlet Ware,

THE BILLBOARD’S SONG HINTS

Reliable Guide to iE Best Songs in the Cata-

Doubles

HOLD ME IN YOUR LOVING ARMS (Witmark Pubd. Co.,
York, N. Y.).—The big bit from the Follies of 1918; just released.

LET'S G0 BACK TO BROADWAY (Ermest A. l.nri Drducak, ly\ ~{ume M
m-rlullm PLEASE (Harry Von Tilser, 188 W. Forty-thirl B¢ .

THE LIGETS OF XY HOME TOWN (Cha:l:: 3. Harris, Columbia Theater Eidg., We s York,
N, Y.).—One of the season’s Yits; a most excellsnt number,

I'M AT YOUR SXRVICE, GIRLS (Bersard Granville Pub. Co., 154 W. Forty-Afth Bt., New
Ycﬂ, N. Y.).—8ong hit from Juliam EKltiage's Oousin Lucy.

saappy mevemeat.

—
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logs of the Leading Music Publishers

184 V. Thirty-seveath St., New

soag.
Yow Zork, N, Y)—l“d

LOVE IS A QUEER, QUEER OREATURE (Red Star Music Co., Fayetteville, Ark.).—Bright,
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National and Regional List of
BEST SELLING RETAIL RECORDS

This compilation i3 based upon reports from the following retail stores, of their 10 best selling records
of the past week. New York City: Center Music Store; Bloomtield Music 8hop; Liberty Music S8hop; Vesey
Music #hop. Boston: Boston Musioc Co.; The Melody Shop; Mosher Music Co., Ine. Buffslo: Broadway
Music Shop; Avenue Record Shop. Pittsburgh: Volkwein Bros.,, Inc. Washington: George's Radio Co., Inc.
Denver: Knight-Campbell Music Co.; The Record 8hop: Charles ¥ Wells Music Co. B8alt Lake City: Z. C.
M. 1. Record Dept.  Portland, Ore.: Meir and Prank Co., Inc.; Sherman Clay & Co. Los Angeles: Birkel.
Richardion. Ohicaro: Sears, Roebuck & Co.; Garrick Music S8hop; Goldblatt Bros. Cincinnati: Clifton
Music Shop; BSong Bhop:; Willis Music Co.; Wurlitser; Steinberg's, Inc. Milwaukee: Schuster's; Record
Library (E4 Dram’s); Broadway House of Music; J. B, Bradford Piano Co. Des Moines: Des Molnes Music
House; Davidson Co. Detroit: Grinnell Bros. Kansas City, Mo.: Music Box. 8t. Louls: Pamous & Barr,
Bt. Paunl: Mayflower Novelty Co. Cleveland: Halle Bros. Co. Birmingham: Nolen’s Radio 8Service 8hop.
B E. Porbes & Sons; Monarch Sales Co.; Louis Pizits Dry Goods Co. Atlanta: Cox Prescription Shop.
Raleigh, N. O.: James E. Thiem; O. H. Stephenson Music Co. Miami: Burdine's, Inc. New Orleans: Louis
QGrunewald Co., Ino.; Q. Bchirmer, Ino. Port Worth, Tex.: McCrory's; Kemble Bros. Purniture Co. BSan
Antonio: Thomas Acuna; Alamo Plano Co.; San Antonio Music Co.

Records Most Popular on
MUSIC MACHINES

Reocordings listed below are currently the biggest monay-makers

in automatic phonographs. Sslections are the consensus of reports

athered esach week by representatives of The Billboard for the

 Buying Guide festure that appears in Music Machine Sec-

tion. Reports are gathersd from at least four leading phonograph

operators in each of the 30 most important phonograph operating
centars in the oountry.

Number of weeks recordings have appeared inm “Coing Btrong”
1s indicated in parenthesss following titles in that section.

COING STRONG

THE WOODPECKER SONC. (15th Week) Clenn Miller Andrews = NATIONAL EAST ‘ WEST COAST
Shoters, Wil Clahe, Kate Smith. = oN mmox '[rr;‘)‘.:lmou
YMA = Wk W
PEANSS T CToum Aok Rey. Eyovruhtchsh Avems: S L L weven suis acam | 1 V8 Never Smile Assin " u Never Semlle Again
- . T omm -l
munuvu ISLAND. (6th Woek) Mitchell Ayres, Dick Todd, = L oMY DORSEY A .'::“v”‘vrv 2 T _:o-'m
= —jimmy Dorsey —fimmy Dersey
IMAGCINATION. (4th Woek) GClenn Miller, Tommry Dorsey, Dila = 2 THE BREEZE AND | 3. Playmates 3. Where Was I?
Fitzgerald, Kate Smith, = —JIMMY DORSEY . "..!.‘.“’  Krser o Focg Sharkte Bormet
- . JERS; & . Fools R
WHERE WAS I? (34 Week) Charlle Barnet, Jan Savitt. = 5 IMAGINATION — femmy Dersey —Clonn Mifler
s —OLENN MiLLER 5. " %o Belleve Island 5. The Breeze and |
THE BRIZZIE AND L (1t Week) jimmy Dersey, Charlie Barmet, E 4, PLAYMATES s —.un‘.::u Ayres 2 m_::um. .:’n;ﬂ
Fraakie Masters. = - Y KYSER maginat ‘ earness ou
=
SIERRA SUL. (100 Wesk) Bing Creshy, Glenn Miller. BB TN L, P - e
5 v maging
S —CLENN MILLER i dom [T — Mifer
g 6. WHERE WAS I? —Bing Cresby * T —Kay Kysee
COMING u' - . «=CHARLIE BARNET 9. Six Lessons from Madame La 9. “.::“”h"‘m"‘
- I ( ]
N AGAIN. T 5 £ 7. PENNSYLVANIA 6-5000 Dociay 10. imogination |
SEL Sy ", ’ 3 = —GLENN MILLER 10. The Weedpecher Song «—Tommy Deorsey
| CAN'T LOVE YOU ANY MORE TMAN | DO. Oenmy Cocdmen, = ' =W Clahe SOUTH
KieieD Aprea. S & IMAGIEIY oy MIDWEST 1. I Never Smite Again
= raMMy 1. I'N Never Smile Again —Tommy Deorsey
LAV ENSICHT.. ‘Clman | Miior. ® o MEMRASUT 2 masiremmy Dersey 2. Friendshlp
GOy (s D Tasary e E 1o st | 5, reim e oo b ot
1 . L} -y
THE STARS. Clenn Miller, Tlls Fitzgereld E ~MITCHELL AYRIES —Clonn Miller 4. Whete Was I?
NEAR MY SONG, VIOLITTA, Glean Miller, Fronkie Masters. g 'S -n“:_-‘sfoo . '-.-Chadh
WHIN THE SWALLOWS COMIE BACK TO CAPISTRANOG. Ink Spots, = 5. Cod Bless America N Ciecn Miller
Glena Miller, Larvy Clinten, Xavier Cugat, jock Losnard E & ~—Xste Smith 6. na‘
PENNIYLYANIA 6-5000. Glenn Miller. = ""‘"_a....""u.., 1. w...":...’ Swallews Come
SIX LESSONS FROM MADAME LA ZONCA. fimmy Derssy, Charlle = L Moymates g T
Bernes. = s Siemason 8. Fools Rush in
= —Biag Cresby " —Glonn Miller
= O.IC-‘QLnYuMMm 9. Devil May Care
= Than ) De Coodman —Clonn Miller
= 10. Six Lessons From La | 10. Make Beliove lslond
= Zongs —jimmy BDossey —Mitchell Ayres
National and Regional List of hI‘.ios;_rc'of Sg:gos P‘I’.Ililtgs
This compilation is based Bpon reports recsived weskly from Music Dealers’ Service, Inc.; Ashley Muslc Bongs listed are thoss receiving 18 or more network plugs (WJZ,
Supply Ce., .l;ﬂ;.' York; wp: Healy; Carl Placher, Inc.; Gamble Hinged Music Oo.; A. O. MoOlurg, of WEAP, WABC) between § p.m.-1 a.m. week days and § a.m.-1 a.m.
Chicago; 8t. Louls Music Bupply Co., of 8t. Louls; Jenkins Music Co., of Kansss City, Mo.; Grinnell Broth~ Sundays for the week ending Priday, July 19. Independent plugs
ers. of Detroit: Volkwein Brothers. Inc., of Pittsburgh; Southern Music Oo., of S8an Antonio, Tex.; Ault are those recorded on WOR WNEW WMCA snd WHN. Pilm tunes
Muiic Oo., of Port Worth, Tex.; Dawson Music Co., of Pheeniz, Arix.; G. Scilivgas 8 Lowisisns, New Or- She Heslgnated 88 “P. musical production numbers as “M.”
Morse &bn’»:o-am g&.ft‘xg:n:'.da; Capitol Music Os., of Beattle; Bkiare Musie Oo., of rxest.}rma, Ors. w&u ':::::huon is based upon data supplied by Accurste Re-
BAST WEST CO .
I'TION NAT'ONAL POSITION POSITION Pesition Title Publisher Pl
G o g s e
1 %l'lms-lcm ¢ 1. I'N Never Smile Again Wk Wk Nt tndie
1 1. MAKE BELIEVE ISLAND : %}::um i ; :.."l'hlnm.‘l 4 1. I'M NOBODY'S BABY (F) . ... Fiest 2 13
12 2. FLLNEVIRSMILEAGAIN| S 4 Fooh Rush s \Where | 1 4. Make Believe Island 8 2. NEARNISS OF YOU......... Famous 3 3
Aagels Fear To Tread 4 5. The Woodpecker Soag " 31
. | CAN'T LOVE YOU ANY
3 3. PLAYMATES : ::MWu = ;-ﬂ-mﬁn MORE .............. 19 23
4 4. THE BREEZE AND 1| = 7. 27. Swe 19' 31 Where Was lrh 2 L SHRRASUE............... Shapire, Berneteln 19 10
T P . Fools Rush Where .
12 10, I'm Out With 2 3 4. I'M STEPPING OUT WITH A
8 6. SIRRA SVt - 10. When “mc«u - c::m onight MORY . .ooovnnnnnn.. 17 N
Back W” = . Bless America
S 7. THE WOODPEICKER SONC| 8 11. 1 Cam%t un”v:- Asy | 18 12 %.:l Core 10 5. MADAME LA ZONCA. ...... Bregman, V. & C. 15 16
6 8. COD BLISS AMERICA — 12, AN This snd Hesven Toe 14. The Mearness of You 1 & FOOLSRUSHIN..... i+e-..Bregmen, V.8 C 13 14
— 13 13 15, You're Lomely ond I'm 10 7. IMACINATION ............ ABC 17 17
7 9. WHERE WAS I? 13 14 I'm Out WA 2 Lanely % Ei e .
9 10 'OA“S w"m’#owﬂ; - 15. Hear My :‘l"' Vieletts } ;: Mahe Bolieve lslond ROW (M) .............. Berfia :: :
NGELS oW Playmates - 1 N HALF WAY . ). &8
o o 11 L I8 e Smlle Agele L Uy ol e i g
N u: I —— : =' %..... 10 S. Fosh l.:.'h':“m ¢ 8 THESBREEZEANDI......... Marks n 3
ad ANY Brosne and ) . ®
s | FEER A | ] tETNE, et oo
" 4 & The Woodpeohor Seng [ = T TRNE ERATE. e
b T iy ; :. "n. Woodposher Seng — w5 m&m-c.- 11 8 YOURE LONELY AND I'M .
15 14. I'M ITIPPINGC OUT WITH{ 9 9, Where Was I? Sask to Caplstrane LOMELY (M) ............ Berfin n 2
A-MpIORY TOMIGHT , 1 17 I8 Fecle Rl Nw  vhat 1 8 L R el « 8. BLUEBERRY MILL ..........Chappel n s
14 15. DEVIL MAY CARE 10 11. Biwe .-: 14 12 § Comt I.m. ;:- Asy — & APRIL PLAYED TME FIDOLE ol T
12 12, The Singing Moo ThamiDe B O e .. Santty, |.
8 13.1 Cam% u.."v:- Amy | S }2 Ged l:- Ameriss L 12 9. WHERE WAS I? (F)........ Rewmick 10 :
Mere Than — 14. Dol Core = 9 JCANT RESISTYOU........ Ager 10
Rl oy o r T i LG — 9. 00D BLEN AMIERICA....... Berttn 1 3
= 15. Hear My Seng, Vieletts

J



Page 26

75th Anniversary Souvenir Section

March 24,
NEWS REVIEW

‘Fair Lady’ a

1956 Pg. 19

Palpable Hit,

16 Records in the Making

NEW YORK — Staged wi

staged, but the show has such a
good (sa admirably faithiwl
adaptation of one of George Ber
nard Sheaw's wittisst plays, “Pyg
malion”) that & probably
be almost as big a hit if stars Rex
Harrison amd Julie Andrews

straight.

Harrison, of course, has always
been a fine actor, but his easy
mastery of the musical media is a
revelation, Altho he can't sing, he
“talks” a songdwli,trl:] lenough tender
perception an illiant timing to
satisfy the most exacting lyric
writer.

Julie Andrews, who won super-
lative reviews for her performance
in a musical “The Boy Friend” a
season ago, comes thru with an

uall isin rformance as
:ﬂ my mr&ns&.g ifficult role of
Elza Doolittle.

i
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Feb. 18, 1922 Pg. 36

PLUGGING BY RADIO

It looks as if radio may become a good thing
for sudg publishers and a bad tbing for song
pluggers. Radlo {s gradually becoming a na-
ticosl pastime, and at present there are some-
thing Uks 3250.000 licensed operators. There
are five thouvsand active atstions in this couatry
ownad and opersted by men, women, boys and
girls. Some radio olubs have as many as a

E

two weeks ago Bide Dudley of The
York World, EKddie Cantor, Vaugh De
Breau, Nat Baoders and Harry
Ve a concert at Roselle Park, N.
and talked to listemers at hun-
dredn of receiving stations, which means that
sgmerons persons discussed what they did.
councert: is becoming quite a fad.
§8 2 fad for the public, and am en-
ia the bargain, it ebould become
for :be music publishers. Juwt
worth while music dealer in the
country owned & recelving station. JIf this
¢ all a publisher would have to
to engage a first-class singer to
numbers by radlo, with the
in, and then wait for his
thru. With this method of
practice a publisher would not
for a traveling salesman. And
it good plam for the publishers to
talk demlors inte purdhasing a recelving out.
be bad for about §26. A dealer
would a8t require any Government license to

will undoubtedly lose a great deal
a t

of its present e&ecnveng:. unless

the listener has seen the show or

read the play. June Bundy.

March Il, 1939 Pg. 17

Todd Posts Bond

.« posting addittonal bond with Actors’
Equity and going ahead with his plans
for a commercial production of a swing
Mikado following expressions of sym-
pathy in his dispute with the FTP from
unions, one of which protested to Presi-
dent Roosevelt, asking that the project
pay regular commercial salary scales if
its production continues as a competitor
to regular ventures. Gustave A, Gerber,
Todd's attorney, requested the stagehand
and musician unions to repeat the pro-
test filed by Theatrical Managers, Agents
and Treasurers’ union,

Todd had applied for membership in
the League of New York Theaters but
withdrew. The League had considered
protesting against the manner in which
FIP was allegedly operating against
commercial enterprise but has not been
able to get a quorum expression from its
board of governors.

Oct. 2, 1926 Pg. 8

$2,627.28 Verdict
Against Al Jolson

NEW YORK. Sept. 25 —Unable to eon-
vince the jury he was o “rotten fHilm
actor”, his chief defense in the $300.000
suit brought :igainst him by David Wark
Griffith al'eging breach of contract. a
verdict  for  $2.827.2%  was  returned
against Al Jolsnn  this week after
voluminous testimony from both sides
lhad been glven

Featuring in the evidence presented
wias the intimation by Arthur E. Dris-
coll. counsel for iriffith. that Jolson re-
‘ised to carry out his f:im contract with
the motion picture director at the be-
hent of the Shuberts, whn were present.
g him at the t'me in Big Boy. Jnlson
insisted this was not so.

Jolon’s def n~e, prescnted by Nuthan
PBurkan, counse’. was tha’ he fearsd ine-
jury to his popularity Because ' did nnt

screen well and that the tmpression
might be gained that he had lnst his
voge,

the present time it takes & poblisher weeks
the country with a new
the redio method bhe could make
themsaads acquainted with a8 new number in
Once the news got abroad that
were giving free concerts at
iatervaly there would be many new
syr obtaln receivimg stations,
ot unlikely that the corporation that
specialty of manufacturing radio oat-
fits wegld be willing to cooperate with pud-
b you imagine & greater plug for
? Even performers near statioss
see what pubdblishers had to
any event, radio holds great posdl-
fer popular scog publishers.

4

March 19, 1938 Pg. 22

Paramount, New York

( Reviewed Wednesday Evening, March 9)

Cab Calloway band show this week
hits a couple of high spots, but band
itself is a trifie below its usual sending
power. Calloway, still a cagey show-
man, carries on in front of band with
the same flair for wild nonsense and de-
livers in his vocals. Among the tunes
were Mississippi Mud, Paradise; O,
Boom; Bugle Call Rag, Minnie the
Moocher and the Scronch, the last 8
dance in the Cotton Club’s new shqy_-

For Swing “Mikado”

NEW YORK. ‘March 4.—Michael Todd

April 22, 1922 Py, 47

D. W. GRIFFITH—THE THINKER!

Motion Picture Industry’s Master Craftsman and
Pioneer Director—Originator of “Closeup”,
“Far Shots” and “Retakes”—Director of
First Comedy Subject, First Tragedy
and First Serial

By ELMER J. WALTERS

FTER David Wark Grifith feit be had

served his apprenticeship to s country

newspuper where he solicited subecrip-
tlops for the munifcent sum of ooe dollar
2 week. his amhitions got the better of him
snd he determined to forsake hia home town,
Latrange, Ky., to seek a more lucrative center
for his talents—he wished to write, for he was
pretlc, and while the cditor of the religlous
weekly for which he sought subscribers, will-
ingly ert in type some of the youthful Griffith's
gentimental effusions, the poet had become in-
oculat-d with the wanderiust germ; he had
designs on more extensive pastures that would
afford him & higger opportunity than he saw
awaiting him In La Graoge. In short, Mr.
Gritith reslved to *'get there'’ as others have
done. Just how he was to sscend to con-
spicuous heights and to fortune with his meager
start and his little knowledge of the fast mov.
fng world was not altogether clear to him at
that time, tho the indescribable ‘‘something
witkin". which silently urged him on, caused
bim to zave his small wage and study time
tahles,

As the si'ent drams gradually ‘‘urged’’ a
skeptical public to soppurt it, so was it to
open a field of endeaver to this master crafts-
man of the tobacco flelds.

Turueut  Mr. Grifith's early struggies he
lanked etraizht shead. he followed the ‘‘aky-
line'*, =0 to speak., and by oo doing he ’‘held
his head up and his chin high**, as Elbert Hub-
bard hag cxpsested the wont of successful men.

Mr. Grifith's We'ch-English father had

Jan. 10, 1942 Pg. 8

“Kraft Music Hall”

Reviewed Thursdey, 9-10 p.m. Style
—Variety.  Sponsor—Kraft, Agency
—). Walter Thompson, Station—

(New York, NBC-Red Network),

Kraft show has yndergone some fairly

extongive talent es; Mary Martin
has replaced Oon:hl:n%owell, who left
for a tour of personal appearances;’in
addition, comedy side has besn hypoed
by the addition of Victor Borge, Danish
comie. It is a tribute to Crosby,
program’s highlight, that the Music Hall
seems to survive all talent

these changes simply pointing up the
fact that the show is ocompletely de-
pendent on Crosby.

Debut of Mary Martin was not partic-
ularly auspictous. She engaged in com-
ed{l sketches and warbled a few tunes.
Delivered fairly well—but she is no Con-
nje Boswell and is not likely to fill the
2';3. Miss Martin did her warbling both

o and in duo with Orosby, her best
tune being the oldie, Ta-Ra-Ra Boom
De-Ay, Even this was somewhat epoiled

an over-elaborate arrangement, part
the tune being done in conga rhythm.

Borge, a regular after a couple of aus-
pPiclous guest shots, presents a style of
ocomedy new to American listeners. It's
rather intellectual, a bit on the screwball
side, and definitely worth while.
has been in the oountry only about 10
months, still speaks with an secent, but
is very easily understood. Hls best bit
on Thursday's show was his delivery of
“phonetic pronunciation,” a nut rendi-
tion preceded by a pseudo-scholastic ex-
planation.

Rest of the show was par—which 1s
good. Crosby in usual voice and
manner. John 8cott tter superbly
handles the musicg! direction, and Jerry
Lester okay with the gags. Guests were
‘Wingy Mannone, who has been a fre-
quent visitor on Kraft lately, and Duso-
lins Giannini, opers star. They gave
out with their diverse talents, Gi-
anninl warbling besutifully and Wingy
blowing his horn. Best use of the guests,
however, was a sketsh allegedly tracing
the life of Mannons. Orosby was nar-
rator for this pilece, with Mannone
chiming in with five talk. A very clever
aeript. $ul Ackerman.:

livered to location in a bagket of vegetables
8nd returned in the same romantic camouflage
in the evening. New producing companles were
often started by inducing the camera man of
one company to leave under condlitions which
the Volstead Act would not perognize as legal

Coopaer- Hewetts Were Yot Un-
dreamed Of

*“We worked in the sun, srtificlal lighting
being unthought of. All the sets were defined by
painted drops, altho painting is a generous, in-
deed prodigal, word to use. When we paid
thirty dollars for a drop painted by s ‘‘regu-
lar scenic painter’ from one of the theaters
I was accused of insanity bordering op eriminal,

“When we put the first love story in the
flims we received a Visit from that dear fei-
low, Slgmond Lubin, of Philadelphia, a great
character and a delightful raconteur. He eaid,
‘Griffith, you spoil this business entirely. Here
every one wabnted to buy Lubin's pictures to
see Lubin’s white horse eat hay or feed in the
pasture. and now you bave these boys and
girls making love. and no obe cares about
Ludbin’s horse. You are killing the business,
Grimth.’

March 19, 1938 Pg. 22
Chicago, Chicago

(Reviewed Friday Afternoon, March 11)

swell stage bill for the kids, topped
by Judy Qarland, of the films. The
starlet gets a streamlined introduction
by the Evans Ballet, house line, outfit-
ted In snappy air hostess costumes,
emerging from a plane that makes a
realistic *“landing” on the stage.

Judy, with the presence of a veteran,
is natural show-stopper. Her voice
has & sound quality that carries well and
makes a pleasant and impressive ring
in the ears. QGraclous delivery upe her
winning chances from the beginning.
Opens with a Chicago, I Love You ditty
and continues with the Love Letter to
Gabdle and Melody Farm from her recent
pictures. For her third selection she
gambled with another version of Bel Mir
Bist Du Schoen, a little different if that's
possgble. - Begged off with & natural
“thank you" speech.

The line opens the bill with a moody
fantasy, the modernistic postures bathed
in varicolored spots. A slow opening, but
it is short-lived, thanks to the Four
Franks, who follow with a speedy and
energetic musical and tap routine. Two
boys and two girls, flashily oostumed,
strut thru a hodgepodge of nonsense, sax
tooting and a downpour of taps that
sets a terrific pace for the succeeding
furns. Ambitious workers and capable
entertainers.

Bob Willlams and his amasing dog,
Red Dust, are a pushover in the next
spot. Pew other canines display as eye-
popping an exhibition of muscle relax
and control as this animal and few
trainers develop as entertaining an act
aroynd it. A number of good wholesome
laughs frame the turn.

On screen Romance in the Dark (Para-
mount). Business reached the roping
stage end of first show opening day.

8am Homigberg.

Jan. 14, 1922 Pg. 30
STOKOWSKI

And Philadeiphia Orchestra Glve
Brahme’ 8ymphony and “Fire Bird®
=~—Elena Gerhardt Disappoints

New York, Jia. 4 —Famous Carnegle Hall
bas never beld a more appreciative or better
DPleased andience than that which attended the
fifth ome by tbe Philadelphiy Orchbestra, wnder
Leopold Stokowski's superiative direction. As
geual with him, he used po ecore and @Gevoted
bis entire attentios to his mes and the dringing
out the perfections of bhis splendid program,
Brabms® Symphoay No. $ was exquisitely resd
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May 29, 1915 Pg. 3

THE NEW YORK
TIMES WINS IN
FIRST ROUND
VS. SHUBERTS

Judge Hendrick Decides Thea-
ters May Not Exclude Critics

But Grants Stay of 30 Days,
So the End Is Not Yet

The Shuberts Will Take an
Appeal at Onee

In the Supreme Court, New York
City, May 19, Judge Peter A. Hendrick
_handed down a decision for the plain-
tiff in the case of Alexander Wooll-
cott, dramatic critic of The New York
Times, against the S8hubert Brothers,
theiater owners and managers. Fol-
lowing the publication in The Times
of an unfavorable criticlsm of the
play, Taking Chances, the S8huberts
attempted to exclude Mr. Woollcott
from their thaters, refusing to ac-
cept purchased tickets. Mr. Wooll-
cott brought an action under the civil
rights statute and Justice Nathan
Bijur granted a temporary restrain-
ing order agalnst the S8huberts, under
the protection of which Mr. Wooll-
cott saw and reviewed the play, Trilby.
In the following week the case came
hefore Justice Hendrick for argument
on the question of making the tem-
porury order permanent. Justice
Hendrick at that time reserved deci-
#itn. pending which he suspended the
vperation of the restraining order.

In hia decirion, announced May 19,

July 22, 1933 Pg. I3

Film Stars Doubt
Telly’s Future

HOLLYWOOD, July 15.—Commenting
on television in a recent Coast interview,
Merlin H. Aylesworth, head of NBC,
said: “In connection with the RKO radlo
studio there will be an experimental
laboratory for the perfection of tele-
vision.” Since then Hollywood film stars
have been wondering just what effect
the so-called development of this new
sclence might have upon films and their
present standinz in show business.

A Billboard reporter caught a number
of the fllm stars at the varlous studios
and asked them what they thought of
television, what bearing it might have
on the theater and what effect it might
have on motion pictures. Eddie Cantor
thinks the theater will never be replaced
by television because “people are
gregarious.” Jack Oakie and the Marx
brothers laughed at the idea of tele-
vision ever affecting pictures.

W. C. Fields, & veteran of stage and
films, sald with a twinkle in his eye:
“Well, it's lke this. People laughed at
Galileo when he invented the telescope,
people laughed at Columbus when he
sald the world was round, people
laughed at Marconi when he invented
wireless, people laughed at Zhiladelphia
when it was last in the American
League. And now we are approaching
television! Ha! ha! I'm laughing.”

Work 18 going ahead on the television
experimental studios on the RKO lot and
will be ready for use shortly. In build-
ing the studios here, it is the belief of
NBC officlale that Hollywood, with its
vast array of talant of all descriptions,
will be the home of television chain

Nov. 5, 1932 Pg. 15

PROGRAM

REVIEWS

Paul Whiteman

Reviewed Monday 9:30-10 p.m. Style
—Orchestra and solotsts. Sponsor—
General Motors Corporation. Station—
WEAF (NBC network).

Switching from Pontiac to Buick,
eliminating hotcha and injecting more
of his concert type of arrangements,
Paul Whiteman again gives the folks
something to talk about. He also puts
out the reminder that there is only one
P. W. Without being too heavy, the
program trotted out one of the richest
handfuls of modern jazz arrangements
ever heard on any half-hour period un-
less it was on one of the maestro’s own
recent Sunda,; night concerts.

On this particular program none of
the vocalists with the organization were
used excepting Jack Fulton. Virginia Rea
and Frank Munn, soprano and tenor, are
guest artists, singing together as a team

April 27, 1935
Fibber McGee and Molly

Reviewed Tuesday, 10-10:30 p.m. Style
—Comedy, orchestra and vocalists. Spon-
sor—S. C. Johnson & Company. Station
—WJZ (NBC network).

Flbber McGee, alded by his wife and
heckler, Molly, contributes a funny and
enjoyable program, one, in fact, that is
likely to send the name of the team into
the higher bracketed radic fleld. In com-
mon with other radio acts, the Fibber
isn't actually a new wrinkle—he is sort
of an Irlsh Baron Munchausen—but the
combination of a good delivery with good
material insures success. First show was
well paced and liberally sprinkled with
laughs. Character involves Fibber’s ad-
ventures as a tourist, etc.,, and his pro-
pensity for murdering truth. His mono-
log on the first show, on the question of
when a red light is a dead light or a red
light, was very good. Ditto his story
abou? Erminirude, the camel, altho not
new.

Supporting are Ulderico Marcelll's or-
chestra, a good group, and Ronnie and
Van, duet. Kathleen Wells is soloist and
on the first show handled her two num-
bers nicely. No fancy frills ov boom-te-
boom rhythm tricks, but straight sing-
ing. Voice is pleasing. Harlow Wilcox,
announcer, doubled into foiling for Fib-
ber, while the latter also delivered some
gag commercials on the auto wax,

J. F.

closed the program. Howard Claney han-
dled the announcement of the numbers,
as well as the short, dignified com-
mercial credits. A sock program from
start to finish. M. H. 8.

Fred Allen

Reviewed Sunday 9-9:30 p.m. Style—
Revue. Sponsor—Corn Products Refining
Company. Station—WABC (CBS net-
work).

Fred Allen’s comedy may have been the
highlight in intimate type of stage revue,
but he has yet to feel his way in handing
out the required punch In radio enter-
tainment. There {85 no doubt that
he is clever and has every possibility to
build. However, his first radio venture is
very disappointing, at least to this re-
viewer’s way of thinking. Altho he tried
to be different, the show is too much
along the lines of a vaude revue, and
when it comes to such things then the
idea is far from new. The judge or jury
propositions c¢annot be classified as
unique and extraordinary by a long shot.
Thus it resolves itself into a question ot
material. More programs such as these

July 26, 1923 Pg. 49

Radio May Influence
Show Byginess Soon

Dr. DeForest’s Invention of
Talking Movies Seen by
Radio Editor as Con-
necting Link

Philadelpbia, July 19 —Radio in destined to
bave a marked iufiuence on show business,
according to Edwin A. Hoban, rudio editor of
The I'hiladelplia lnquirer, who was interviewed
a few days ago Ly the local representative of
The Billhoard.

He belioves that the influence will come
larg.ly thrn the recent invention of Dr. Lee
Deborest, radio pioteer, which makes possible
talk‘ng motion pictures, and contends that the
prigciples of Dr. DeForest’'s inveotion are to
an extent not greatly different from those

March 28, 1931 Pg. 20

NV A Librarian Is
Television Pioncer

NEW YORK, March 21, — Alice
Remsen, the NVA librarian and ra-
dio contralto, is the first singer to
become a weekly television feature
in the East. She broadcasts from
W2XCD of Passiac, N. J., every Sat-
urday at 9 p.m. Her first program
was last Saturday, having been
chosen as a regular feature because
#of her expressive face.

broadcasts to the entire country.

Nov. 26, 1932 Pg. 15
Al Jolson

Reviewed Friday 10-10:30 p.m. Style—
Songs, camedy and orchestra. Sponsor—
General Motors Corporation, Station
WEAF (NBC network).

Colossal. And should anyone by chance
question the gags, the singing is still
phenomenal. Right off the bat the mike
was playing into Jolson's mitt for the talk
anent the comedian being nervous, and
all past references in the press cf similar
nature should have meant to all who
know Jolson and his style of working
that he would be doubly sure to put on
a good show, was he really “nervous.”
For Jolson had his shortcoming when he
first hit the stage In that he was not a
naturally well-poised actor, and for that
very reason used to take the bit into his
mouth and desperately [ight his audi-
ence. It soon became a regular part of
his style to put his songs over regardless
and paradoxically make him famous.
There are many who, with or without
intention, imitate his style, which gocs
for many well-known artists. But the
daddy of the mammy singers has an in-
imitable something on the ball that con-
vinces his auditors that here is a really
great artist.

Broadcasting the first few programs
from 8an Francisco, Jolson, of course,
appeared before his local audience at
7 p.m. Judging by the tremendous ova-
tion and applause, the hall was jammed.
Ted Fiorito and an augmented orchestra,
alded by Lou 8ilvers, Jolson's former mu-
sical director, drew an attractive assign-
ment and the band’s only fault seemed
to be a too ambitious drummer. Opening
talk with his strajght man dwelled on

Nov. 16, 1929 Pg. 9

Bob Hope Signed
For Three Years

NEW YORK. Nov. 11. — Bob Hope,
youthful Cleveland entertainer. who was
“discovered” here by Lee SBtewart when
he appeared in the WLS Show Boat Re-
vue, also fell in favor with RKO bookers
in his own act. which had its showing
the first half of last week at Proctor's
86th Street. With Arthur Blondell act-
ing for George A. Godfrey, Hope has
been signed to a vear's contract. with an
option on his services for two additional
years. It is reported that the first year
Hope will receive a salary of $450 weekly,
with a rising scale provided in the op-
tion clauses.

The act that met with such high favor
has Hope working as a breezy talker,

May 4, 901 Pg. I5

baggage.

EDISON

1901 MODEL

PROJECTING KINETOSGOPE

It is the Acme of Parfectics.

Projects both Moving Pictures and Stereopticom Slides.
CUARENT I8 NOT AVAILABLE we give you choice of other means of
making iight. Outfit is portable and light; can be shipped as persomal

MOVING PICTURES

I* ELECTMIO

our animated picture films.

HISTORIC AL, HUMORULUS

Our Humorous subj

theaters:

We have attained the highest standard of pbotographic perfection im

THERE'S NOTHING SLOW ABOUT US.
We have a complete staff of botog%nn comstantly taking the latest
nmr MY g £ :

Our Historicsl subjects are immense.

provoke grest lavghter.

Our Mystical subjects thoroughly mystify the sudiences.

Our latest films are heing exhibited daily at the following New York

Procter’s four hees:s, Tony Paster’s and Eden

is a strong recommendation as to their merit.

footsteps. QET IN TOLCH WITH US.
Send in vyour name and ask for our S

new films. These are all winners. Write fur Catategue 103~ G.

AL
EDISON MANUFACTURING CONPANY,

Main Ofi.e and Factory:

Hew York Salssroem., 133 Fifth Avenze.  Ch'c23e Zsivsrecm. 144 Wabash Avesne..

AL subjects.

Musee; which
You should follow in their

ia] Advance List of ‘Le latest

NEW JERSAY.
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Metro pictures
are the pictures
of today and

tomnrrow

Metro pictures
are popular
with exhibitors
because they
satisfy the
demand for

better pictures

Metro pictures
are made by
real direciors

from real

plays and

every Metro
staris a

real star

Metro’s wo. d
to exhibitors

is this:
“MAKE US
PROVE IT”

July 27, 1929 Pg. 18

Loew, RKO Ask Acts
To Take Salary Cut

March 18, 1933 Pg. 3

Bank Holiday Hits Business

NEW YORK, March 13.—Loew and
RKO have called a meeting for this
afternoon at the RKO office, at which
franchised agents will be requested that
all acts holding written obligations for
dates should take a 25 per cent cut.
This move follows the cuts handed cir-
cuit employees and union mueicians,

At the same time the agents will be
told that they must get acts as cheaply
as possible. All this bears out the wide-
spread reports that vaudeville {8 due
for a wholesale return.

Fanchon & Marco, on the other hand,
has not yet moved to put thru any
blanket cut for acts with contracts, but
may take action during the week.

In Theaters Thruout Nation

Legit hit hardest—N. Y. circuit houses off 10 per cent
small towns lose, with some spots holding up—big draws
still pull them—*‘Scandals” stays in Ft. Wayne

NEW YORK, March 13.—Theater pusiness in all phases was hit a terrific blow
by the national bank hollday, with receipts falling off sizably everywhcre, par-
ticularly in the outlying districts, and with some of the smaller-town houses re-

duced to playing for hardly anybody but the ushers.

Badly as vaude and films

were hit in the West and Midwest, legit comparatively has been the greatest
suffer, its higher admission charges keeping the customers away in droves.
Reports of major circuits claim that New York was hit less than expected,

218 Fox Theaters Bankrupt;
Chase Nat’l Quits Fox Films

Fox Rocky Mountain and Fox Midland Theaters, operating
218 houses in Midwest, are bankrupt—four Chase Na-
tional bankers resign from Fox Films board

°

NEW YORK, March 13.—The bank-
ruptcy of Fox Rocky Mountain and Fox
Midland Theaters companies, operating
218 theaters in the Midwest, and the
withdrawal of the Chase National bank-
ers from Fox Films were the major de-
velopments in Fox affairs the past week,
Winthrop W. Aldrich, president of Chase
National Bank here; Cornelius Vander-
biit, Mathew C. Brush and C. E. Richard-
son resigned as Fox directors Wednesday,
and were succeeded by U. 8. Benator
Danfel Hastings, receiver for GQGeneral
Theaters Equipment, Inc.; Sidney Towell,
controller for Fox; Pelix Jenkins, of the
Fox legal department, and Richard A.
Rowland and E. P. Kilrow, Fox execu-

tives. There was a fifth vacancy on the
board that had existed for months.

Richardson, however, continues as
treasurer temporarily, while William
Gossett, of the Hughes, Schurman &
Dwight law firm, has been elected secre-
tary. Harley L. Clarke, who, with Chase
National, took over control of Fox Pilms
in April, 1930, retired recently. General
Theaters Equipment, Inc., in receiver-
ship now, has the voting control of Fox
Fims.

In the meantime, Chase National's
move out of Fox is taken to mean that
Sidney R. Kent, president of Fox, will
have complete charge and that his board

(See FOX THEATERS on page 55)

Believe Shooting Time
On Talkies Can Be Cut
To Two, Three Hours

NEW YORK, July 22—Edmund
Goulding, who has just completed
The Trespasser (Gloria Swanson) for
U. A., belleves that within a short
time it will be possible to film an en-
tire talking picture within two or
three hours’ time,

Goulding bases his cpinion on his
experience in the Swanson production,
when he was able to photograph 9
and 10 sequences at one shooting.
With sets constructed, actors up in
their lines and as many as a dozen
cameras at work Goulding says the
two-hour picture 18 a certainty.

t 18 reported that Fashions in Love,
the last Menjou picture, was ocom-
pleted in 11 days, while The Doctor’s
Secret took but nine to finish.
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Agents’ Greeting

Cards Betray

Spirit of Jocular Pessimism

NFW YORK. Dec. 31 —The Willitam
Jucobs Agency. Chicago. conducted by
Jacobs and Miles Ingalls, has singled out
the talkies—and Vitaphone in partienlar
—as the sworn enemy of the vaudevil'e
field. In their arrival at this conclusion
they have coined a new coghomen for
actors  and aents. Thev  call them
V.V, Victima of the Vitaphone.

In place of formal Christmas preetitng
cards Jacobs and Tnealls sent to thelr
ncquuintanees ‘n the business o neatly-
printed etrenlar, carrying the heading,
“Greetings From the Bread Line* Be-
low this is a0 news photo of an actual

brond-line delegation, “Actors and
Aventa - Fvery One a V. V.Y (s the eape-
tton underneath the photo. An asterisk

one next to the V. V. deatunation, exe-
plains the V. V. destenation.

A simflar allusfon to the talkies as
cyxarers of evil to performer and ageat
i made in a cartooned sreeting card
sent out by Clvde  Griftith,  Buffalo
booker. Grittith’s pen-and-ink artiet de-
picts vaudeville as  a  sinking  ship,
damaged by the talkio demon. Artistes
and apents are in lfeboats and they are
being cauttoned by Grifith et to uive
up the ship.

One agent wrote his greetine cards
with a crude paint brush on discanded
contract trip’ieates Another s~ mourn-
iy stationery.  Others adopted  more
stentficant and publtely nimenttonable
~ means of expressine thelr iuche-it-off

at the bottom of the layout, duplicating

NEW YORK, Nov. 1.—Wind-up of con-
tract negotiations between the American
Sqclety of Composers, Autbors and Pub-
lishers and the two major chains
Wednesday threw an aurs of peace
around the bitter radio-music struggle;
but bemivath the surface the radio music
situation remains full of imponderables
and loaded with dynamite as far as the
future of the Soclety is concerned. With
blanket contracts for chain musi¢c con-
cluded, 8ocjety figures it now has about
800 radio contracts all told. This means

the bulk of local programing thruout

dizast with cunent conditions,

Nov. 8, 1941 Pg. 3

ASCAP Still Has Comeback Trail
To Travel; NAB Sessions Show
Continued Support for BMI

the country is still unlicensed vy ASCAP,
and must be licensed before the Bociety
can realive the estimated $3,000,000 an-
nually it it can take from radio
under the present royalty rate of 2%
per cent of commercial network business
and 3% per cent on local business. This
$3,000,000 figure compares with approxi-
mately $5.000,000 ASCAP received from
radio in 1040, the last year of the 8 per
cent pact, and to about $8,500,-
000 which might have reocetived
annuslly ‘{f 1t /had been successful in
licensing the chains and major stations

Reports of major circuits claim that
New York was hit .ess than expected,
with the attendance drop in picture
houses and vaudefilmers averaging only
about 10 per cent. In spite of the of-
fers of New York houses to admit on
checks, most of the city's business was
done in cssh, with the two houses in
Radio City getting about $110,000, and
the Music Hall pulling tn $9.900 in a
single day (Wednesday).

Legit In New York, however, was bad-
ly .socked, with hits falling off an esti-
mated 50 per cent, and merely fair shows
down 80 per cent or more. With thoee
that were just hanging on business was
practically nonexistent.

Circutt houses out of town were hit
badly during the week, with big losses
red-inked in, especially in the smaller
towns. New York suburbs, unlike the
city, were very bad. In many instances
houses falled to take in enough cash to’
pay off and had to give out their own
checks. Acts in many spots had to be
paid off with a combination of checks
and cash, with the checks honored by
the circuits when the acts reached New
York.

Legit on the road petered out during
the week. B8everal shows, bucking con-
ditions, took in peanuts. and others have
settled down {n whatever spots they
happened to be, waiting for the nation-
al crisis to blow over.

LO8 ANGELES, March 11.—Bank holi-
days fell upon Los Angeles like s bolt
from the blue, with telltale evidence at
every box office tn the city. Despite
heavy campaigns carried by Fox, War-

(See BANK HOLIDAY on page 53)

Wynn Signs
VWith Ziegfeld

Comedian Splits With George
White—Slated To Star
in “Ming Toy”

NEW YORK, Sept. 30—QGeorge White,
the producer, and Ed Wynn, comedtan,
have severed relations, and Wynn is set
to be starred by Florenz Ztegfeld In Mirg
Toy, the next production the glorifier
will do.

White and Wynn, acoording to an an-
nouncement by White, split over a gag
whicl' nefther ons originated. The story
is that Wynn to!d White the gag, and
White used it in his Scandals. However.
the gag 18 used In Murder on the Second
Floor, the A. H. Woods plece which has
been playing in London all summer.

The Wynn-White wer has been threat-
ening for more than two years. It
started, according to reliable sources.
when Manhattan Mary, Wynn's last mu-
sical, played Pittsburgh two years ago.

The Ziegfeld office has no comment to
make on the alleged signing of Wynn.
but it is reported on good authority that
Ziegfeld. never given to such large salarles
as Wynn oommands, has altered his
policy in this case, and taken on another
comedian of the salary slze of his ace,
Eddie Cantor.

This fight dispels White's plans to
star Wynn this season in Crickets and
th2 production has been definitely called
off. It {s unlikely that White will con-
tin e with other praductions this season




Making

Music For

Everyone

Some people like the hard driving sounds of rhythm
and blues; others would rather sit back and let the
gentle guitar strains of a folk song float over them. At
times, many rock people get the urge to listen to that
good old rock and roll music; then again, they may
just feel like listening to the latest jazz laden rock that
is opening new sound experiences. That's what popu-
lar music is all about: many different musical moods
and experiences, each offering a different exciting
something to the listener.

When you walk into a record store, you notice that
some record companies specialize in one type of
music, be it blues or progressive rock. Other com-
panies, such as Buddah, attempt to give you three
hundred and sixty degrees of high quality music on
one set of labels. Buddah Records is in business to
fill your mind with hard rock and make your feet want
to get up and dance. Naturally, these two opposites
can’t be accomplished by the same music, which is
why you’'ll find The Isley Brothers and their T-Neck
Records, The Impressions and their Curtom Records,
Eddie Holland and his Hot Wax Records, Vic Damone
and his United Talent Records, The Smothers Brothers
and their Smobro Records, Super K Records and their
good time music, plus Melanie, Barry Goldberg,
Motherlode, The Ohio Express, The 1910 Fruitgum
Co., and The First Generation: Rock/Blues/Early Soul
all distributed by Buddah Records to you.

Musicians Are
Digging The Second
Brooklyn B;idge

Hit records and great albums aren’t created overnight.
Even a group as large as the eleven member Brooklyn
Bridge needs a mighty back-up team. Many people
contributed to the development of the group, many
musical experiences went down before the group ever
brought their sound to you.

Advertisemerit

Four singers, Johnny Maestro, Fred Ferrara, Les
Cauchi, and Mike Gregorio, each from different groups,
wanted to create a totally unique musical organization.
Tom Sullivan, who had formed the first rock and roll
group in the history of West Point Academy had fin-
ished his military obligation and had just put together
a seven piece band. On their very first audition, the
band caught the ears of the four vocalists. “With a lot
of work we would create a great group” said Johnny
Maestro to Tom Sullivan.

Today The Brooklyn Bridge smile at the thought of
all the hard work they put into making their band a
reality. “The important thing was the music,” says
Johnny who has now led the group through hit-after-hit.
“We had hits from the very beginning, but the main
thing for us was to be as musically exciting live and on
our albums as possible. No matter how good you are
that takes a great deal of work, practice, and applica-
tion.”

The end result proves that practice combined with
talent makes good music. The Second Brooklyn Bridge
album is a moulding, a personalizing of the musician-
ship, songwriting talents, and singing talents of the
group into a great musical experience.

Like The Bridge, Motherlode are experimenting and
achieving a great deal of success with a particular
sound backed up with talented musicianship. Formed
in Toronto, Canada, less than a year ago, Motherlode is
a combination of the best musicians of several local
groups. Their first hit, “When | Die,” was written by
them and with the exception of Junior Walker’s “What
Does It Take”, their first album is also a highly original,
and personal creation. Using an amplified sax, lead
guitar, organ, and drums. Motherlode is attempting to
meld jazz, rock, and blues through their own experi-
ences and their own music into something very new.

Steve Kennedy, sax man and lead songwriter of the
group, says that the band is mainly concerned with
communication. “We want to get our experiences
across to our listeners and have them give us theit
experiences back. Without that there is no need for
our music or anybody else’s.”

In keeping with this important, artist-audience in-
teraction of the new music is The Sound Foundation.
Produced by The Smothers Brothers for their new,
Buddah distributed label, Smobro, The Sound Founda-
tion weaves astonishingly hard vocals into even harder

instrumental work, the result is a strong, tight sound
fabric that assaults the listener. “Songs on our album
like ‘Morning Dew' and ‘Bruised’ are meant to carry the
listener a little farther into what our rock is all about,”
says the group. “Some of our material is dance music
to the extent that you can dance to it if you want to, but
our major concern is the musicas music,as our music.”

Other sound areas being investigated by Buddah
artists include the work The 1910 Fruitgum Company
is doing. “It isn't bubblegum when we get into a thing
with our horn men, organist, drummer, lead guitar, and
bass,”’ they say, admitting that they still love to play
happy, good-time music in their new musical setting.
“Hard Ride”, our new album is an experiment. We have
taken our previous musical development and added
our own ideas to it. The end result is something which
pleases us because we have been able to open a new
area of musical experimentation that no one else has
ever considered possible.”” The 1910 Fruitgum Co.—
The Ohio Express—The Kasenetz KatzOrchestral Cirkus
are all works of Jerry Kasenetz & Jeff Katz.

“The Second Brooklyn Bridge,” “Motherlode”
“Sound Foundation”, “Hard Ride”, are four Buddah
distributed albums that give an exciting cross section
of what is happening musically in this country,” says
Neil Bogart of Buddah. “We're not saying that any of
them is the end-all of the music scene. What each of
these groups, Brooklyn Bridge, Motherlode, Sound
Foundation, and 1910 Fruitgum Company, represent is
a certain set of talented musical minds taking their
musical experiences and desires in a particular sound
direction.”



Melanie
Music That Is Truth

A quiet, shy young lady walks up onto the stage. She
sits down, smiles at the audience, and begins to play.
She’s done it in London, Paris, New York, San Fran-
cisco, Los Angeles and all the space in-between. Her
name is Melanie, her music is the kind of personal
experience meant to be shared with a happy laugh and
a lonely tear. Just a girl and her guitar, best friends,
and then an audience and soon Melanie, the guitar,
and the audience are all old friends parting at the end
of her set sadly but knowingly they will meet again.

Melanie is family to many people across the United
States. These people know her, her songs, her thoughts
through her first album. “Born To Be.” Some of these
people met her at Woodstock and gave her a standing
ovation. Now her second Buddah album, “Melanie,”
takes everyone who loves a song sung especially for
them a little farther down the road. Singing, 'Beautiful
People,” sighing a bit about “Any Guy" riffing about her
“Baby Guitar,” it’s all Melanie, everything she thinks,
feels, and believes set into the forever experience of a
new album.

oldl;rg
‘All Gets Down
To The Blues’

Like Melanie, Barry Goldberg wishes only to express
himself. With the moving experience of being part of
the Super Session, Kooper, Bloomfield, Stilis behind
him, Barry has continued to search for truth. His meth-
od, his medium, his electricity are all part of the im-
pressions he presses out through the organ keyboard
on his new album. Barry has feelings and communi-
cates them as every musician who has ever had the
blues does, through the only really American music.
But using the blues is more than just running down a
standard progression for Barry. He's into himself, into
his instrument, into the listener’s ears on his new al-
bum, “Street Man.”

“What is there to say?" asks Barry. “It all gets down
to the blues. On this album I've tried to go to both up
and down, to get people to feel themselves out on
every level.”

New Soulful

Freedom Sound

Freedom has become the key to success for one of the
longest running most experienced groups in music,
The Isley Brothers. After years of hit records, extended
tours, and fame, Kelly, Ronnie and Rudolph Isley have
reached a new plateau in their musical lives which to
them is more exciting than memories of rocking up the
charts with classics like “Shout.”

Setting up their own Buddah distributed record
company, T-Neck Records, The Isley Brothers have
proved themseives as businessmen, artists, and record
company executives. Although the behind the scenes

activities of the Isleys running their own record com-
pany may not be of much interest to those two million
people who bought T-Neck's first record, “It's Your
Thing,” such activity should be because that's how
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“It's Your Thing” got to sound the way it did! “If you
produce, write, and have great material and ideas then
you've got a shot at the charts,” say The Isley Brothers
adding that by having their own company, they have
the freedom necessary to ‘do their thing.’ Besides re-
leasing theirown exciting second album," The Brothers:
Isley,” the Isleys have also done some exciting things
on T-Neck with other artists. They've produced a new
album with Baby Cortez, whose hits on the electric
organ have spanned the past ten years on an album
called "“Baby Cortez: The Isley Brothers' Way.” They've
produced an album with a group called Privilege which
is composed of four rock artists, two of whom are
former members of The Soul Survivors. They've been
working on albums and singles with Judy White & The
Sweet Cherries. The Isleys have also released an album
which captures the scene of their first major New York
concert at Yankee Stadium. Called “Live at Yankee
Stadium,” the album features not only The Isleys but
the Brooklyn Bridge and The Edwin Hawkins Singers
as well. Listening to “Live At Yankee Stadium” you can
almost feel the crowd of twenty thousand people mov-
ing to the music as you hear the Isleys working out
with their big band.

Another artist who has set up his own record label
and is really saying things is Curtis Mayfield. The fead
singer, songwriter, and guitarist of The Impressions,
Curtis’ Curtom Records, which is distributed by Bud-
dah, has such hits as “This Is My Country” and “Choice
Of Colors” to its credit. The Impressions’ most recent
album, “The Young Mods' Forgotten Story,” is an in-
credible example of how beautiful words and music
can be put together to tell you something and enter-
tain you at the same time. The Stairsteps, one of the
top acts in the country record for the Curtom Label.
The excitement of this group in person or on record
is a “soulful” experience.

Edwin Hawkins Singers

Edwin Hawkins, the producer, conductor and arranger
of, “Oh Happy Day,” is also involved with Buddah since
they distribute his Pavilion Records. Besides The
Edwin Hawkins' Singers second album, “He's A Friend
Of Mine,” Edwin has also created a beautiful and mov-
ing album with some of the male voices of the Hawkins
Singers in an album called, “Edwin Hawkins And The
Hebrew Boys."”

Edwin Hawkins by the way, has one incredible ac-
complishment to his credit: the first gospel million
seller. Besides being an inspirational song that
crossed radio format boundaries from r&b to easy
listening, “Oh Happy Day,” by The Edwin Hawkins
Singers is the first gospel record to sell a million
copies, in fact it is the first such record to even come
close to that figure. His latest album “Peace, is, Blowin
inthe Wind” is one of the most inspiring albums you'll
ever hear. The message of the Hawkins Singers is
simple—peace and inspiration.

The First Generation
Is Our Generation

s 1956 just a year long past for you? It shouldn't be.
1956 should be a year for you to remember, to smile
when you hear mentioned because it's the beginning of
our'music. In an album series called The First Genera-
tion: Rock/Blues/Early Soul, Buddah has attempted
to capture everything that was rock and roll music.
When you listen to any of these albums you’ll want to
get up and dance, you'll smile and wave your arms, and
next time Little Richard comes to town you'll be there.

“The Rock And Roll Stars” is an album that will give
you an insight into exactly what made up rock and roll.
You'll hear Richie Valens and Jimmy Clanton, and
Frankie Ford and Harold Dorman, among others, rock-
ing out their hits.

On the soul side, “The First Generation Soul” is an
album that contains classic performances by per-
formers like Jerry Butler, Jessie Belvin, and Gladys
Knight. To understand soul is to hear this album. And
the blues are also represented on First Generation
albums. Like “Electric Blues Chicago Style” that will
give you an insight into how the Chicago sound got
itself together to influence artists like The Rolling
Stones and Steppenwolf. Like “Blues Jam’ which is
an album of some of the greatest blues artists of all
time getting themselves into each other’s music. Hear
Muddy Waters and Memphis Slim and other famous
artists jamming together. “Blues Jam” is real blues.

Some of the major artists of the rock and roll era
are also featured on their own First Generation albums.
Like, “Joe Simon” and “Little Richard” and “Billy
Preston.” Hear Joe Simon sing “My Adorable One”
which was his first big hit. Hear what Little Richard
sounded like in the days when he was the one and only
king of rock and roll. Hear Billy Preston before he
started recording with the Beatles as he rolls into
some of the greatest organ and piano work you've
ever heard.

The First Generation also brings you some of the
world’s best blues men doing their own thing. Each
album features the artist at his best, doing material
you've never heard and some you have. Like Memphis
Slim doing the original version of “Mother Earth.”

All the roots can be heard on First Generation al-
bums. The Staple Singers, for example, take you into
real gospel for an experience in what getting a message
and a feeling across was all about, on their, “Will The
Circle Be Unbroken” album. The Dells are in the First
Generation on an album that contains the original
versions of all their hits. Finally there is a First Genera-
tion album that you will listen to forever, “Together:
Jerry Butler And Betty Everett.” This album is pure
vocal excitement, the kind of thing that can only hap-

pen once. Advertisement



Rock And Roll Revival
Sha Nav Na

{e

Speaking of rock and roll, Sha Na Na is here. What
is Sha Na Na? Well, it is everything you remember from
the Fabulous Fifties like gold lame suits and white
socks and hair cream. Sha Na Na is also rock and roll
music presented the way it really was and still is by a
group of twelve young rock musicians eager to take you
on a trip back in time. Sha Na Na is the second to last
on the bill at Woodstock, just before Hendrix, which
means Sha Na Na is well worth waiting for.

To say any more would be spoiling the surprise.
Listen to the album, see the group live.

In addition to Sha Na Na, Buddah is concentrating
on bringing back the sound of goodtime, happy rock
and roll through two artists: The Tokens and Lou
Christie. Both of these artists enjoyed incredible suc-

P.S.

The Entire
Buddah Staff
Wi ishes You
A Merry Christmas
A Happy Chanukah
And A Happy,

Happy New Year -

FRONT ROW: Jack Hakim, Johnny Lloyd,
Cynthia Badie, Buck Reingold,
Neil Bogart, Richard Robinson, Abe Glaser

BACK ROW: Marty Thau, Cecil Holmes,
Chuck Basoline, Joe Fields, Ron Weisner
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cess during the rock and roll era and both are now back
on the charts with Buddah singles. Lou Christie’s
latest, “Are You Getting Any Sunshine,” follows his
smash, “I'm Gonna Make You Mine.” The Tokens, who
introduced the concept of vocal harmonies to pop
music with, “The Lion Sleeps Tonight” in 1961, are
back with “She Lets Her Hair Down.” Both The Tokens
and Lou Christie herald a new era in popular music,
led by Budaah, with their happy, enjoyable, honest
music.
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Good Music
Another facet of Buddah is good music from artists of
the caliber of Kole and Param and Vic Damone. Along
withJoan Rivers, whose first comedy album for Buddah,
“The Next To The Last Joan Rivers Album,” is a best
seller, Kole and Param and Vic Damone are bringing
Buddah Records to the attention of a new record buy-
ing audience.

In keeping with the belief in artistic freedom that
has led to Buddah distributing a variety of labels from
T-Neck to Curtom, Vic Damone has established his
United Talert Records with Buddah. Eventually,
through United Talent, Buddah hopes to attract the
very best in good music to record for them in the belief
that artists of Vic Damone and Kole and Param’s
caliber should never have to take a second place in
promotion, sales, and airplay to anything else that’s
happening on the current pop music scene.
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Hot Wax

Known throughout the world as a talented producer
and songwriter, Eddie Holland chose Buddah Records
to distribute his first independent label, Hot Wax Rec-
ords. And so far, the choice has proven to be a wise one.
Combining incredible talent with Buddah promotion,
Hot Wax has become one of the country’s hottest new
labels with artists such as The Honey Cone, The Flam-
ing Ember, and 100 Proof attaining chart success with
their initial releases. Along with T-Neck and Curtom,
Hot Wax represents a new breed of r&b record com-
pany, functioning as an independent but working
hand-in-hand with Buddah on distribution, promotion
and sales.

As you can see, Buddah Records is many things to
many people. If you dig r&b, Buddah is The Isley
Brothers, The Impressions, Baby Cortez, Edwin Haw-
kins, The Honey Cones, The Flaming Ember, The Five
Stairsteps & Cubie Nolan Chance, among others. If
you're into rock history, Buddah is The First Genera-
tion. If new music is your groove, find yourself a little
time to enjoy Melanie to Motherlode or The Sound
Foundation or Privilege or Barry Goldberg. If you love
good time music Buddah is Super K Records and The
Ohio Express and the 1910 Fruitgum Co. The variety
of musical experiences is available to you on Buddah
Records and Buddah distributed labels which is the
way they planned it.

These are the new and old acts and more excitement
building for 1970—The Buddah History—It's Just A
Beginning!

Artie Ripp Phil Steinberg  ArtKass Neil Bogart

Presidents Vice Presidents
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THE DISK
SURVIVES

By ROLAND GELATT

Managing editor of Saturday Review,
avthor of “The Fabulous Phonograph,”

former editor, associate publisher, High Fidelity

Although the founding father could not possibly have known it, he
started Billboard at precisely the right moment. The year 1894 saw the birth of
the record business as well as of the publication that would eventually become
its leading trade journal. To be sure, it took some time for Billboard and the

Caraso and G, G. Child, Dicedior cE¥be Metor RetbT® o LilBkbary, o oot of ur RbLR o record business to find each other, but there seems something singularly
e Ol i An et fucosding Eagagement Which Occurred in Februnry providential in the fact that the two enterprises emerged simultaneously.
CARUSO, left, and G. G. Child of the Victor Record laboratory—the front It was toward the end of 1894 that the first gramophone records (or
cover of Victor's March 1917 trade journal. “plates,” as they were then called) appeared on the U.S. market. They
were pressed in hard rubber and embodied all “the Latest Improvements
regarding Articulation and Freedom from Friction.” The repertoire was
predominately folksy—“Marching Through Georgia,” “Rocked in the Cradle
of the Deep,” “The Old Folks at Home,” and such—and the performers
were predominantly anonymous. These single-sided seven-inch disks had a
playing time of about two minutes and sold for 50 cents each or $5 a
dozen. They sounded just awful—especially when played on the $12 Seven-
Inch Hand Gramophone, with its manually rotated turntable.

Behind these modest beginnings lay 17 years of backing and filling.
Edison’s cylinder phonograph, invented in 1877, had gotten almost no-
where as an instrument for home entertainment. Following a brief flurry
of interest in the year of its invention, the phonograph had lapsed into total
obscurity for over a decade. When it was revived in the late 1880s by Edison
and his chief competitor, the Columbia Phonograph Company, it was as
a dictating device, not as a medium of entertainment. True, some canny
entrepreneurs soon came to appreciate the cylinder phonograph’s entertain-
ment value and sold it to neighborhood drugstores and saloons for nickel-
in-the-slot operation, but the instrument remained too troublesome and too
costly for the average citizen. Meanwhile, in 1887, a 38-year-old German-
American named Emile Berliner had invented an alternative to the phono-
graph which he called the gramophone. It employed flat disks instead of
cylinders and was intended solely for home entertainment. In due course
the flat-disk gramophone quite overwhelmed the cylinder phonograph, but
it took time, and in 1894—when the first commercial disk pressings appeared
in America—the issue was far from resolved.

Those early years were marked by intense commercial rivalry and cut-
throat litigation, not only between the proponents of cylinders and flat
_ disks, but also within the gramophone family itself. Eventually, a small but

o G ‘_ efficient (and tenacious) manufacturer in Camden, N.J., emerged as victor.

' fmif \ His name was Eldridge R. Johnson, and the outfit which he headed was ap-

s km ! propriately named the Victor Talking Machine Company. Indeed, the emer-

'%m s ¥ gence of the record business as a major American industry dates from Victor’s

incorporation on Oct. 3, 1901. Until then records had been a somewhat
disreputable fad. Victor made them respectable and profitable.

h)

PHOMNOGRAPH—uvery early, flat disk, and hand driven.

Patent Pool

One of Johnson’s early moves was to join forces with his chief competitor,
Columbia, in a jointly shared patent pool. This effectively froze out other
competitors in the disk business and allowed the two patent-holding com-
panies to exploit the American market for all it was worth. But it was Victor
—with its large-scale advertising campaigns and its nose for talent—that
quickly won supremacy. Unlikely as it may seem today, when classical
repertoire accounts for only a tiny fraction of total record sales, that
supremacy was attributable princ¢ipally to Victor’s prestigious roster of Red
Seal artists, among whom Enrico Caruso was the best-selling exemplar.

Across the land, in towns where opera companies had never set foot, a
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growing clientele for standard arias and ensembles was to be found patroniz-
ing Victor’s 10,000 authorized dealers. It would be hard to say how much
of this trade derived from a genuine desire for good music. There was,
aesthetic satisfaction aside, an unmistakable snob appeal attached to Red Seal
Records. A collection of them established one as a person of both taste and
property, and they became—along with the leather-bound sets of Dickens,
Thackeray, and Oliver Wendell Holmes—a customary adjunct of the re-
fined American parlor. But whatever the motivation, Victor’s business
soared on the wings of Red Seal, from assets of $2 million in 1902 to $33
million in 1917.

Dance Craze

By then the country was in the grip of a new entertainment craze. Every-
body had begun to dance, and Victor and Columbia promptly took ad-
vantage of the countrywide disposition to shuffle about on a dance floor.
Tangos, one-steps, hesitation waltzes, bostons, and turkey trots came spewing
forth from the record presses. Early in 1914, one of Billboard’s predecessors
—the Talking Machine World—made a coast-to-coast survey of the effect
of dance records on the business. Reports were uniformly enthusiastic. A
correspondent in St. Louis wrote that “dance music records have proven a
great business builder, as St. Louis has been, in common with the rest of
the country, ‘dippy’ over the new dances, and the sale of a dozen records of
this kind to a single customer has not been unusual.”

Scon the wealth began to be shared by newcomers in the industry. As
the Victor-Columbia patent monopoly expired, new labels appeared in the
shops—Okeh, Vocalion, Pathe, Brunswick—and these served to fan the
record boom. In 1921, production of records in the U.S. exceeded 100,-
000,000 (a fourfold increase over 1914). The burgeoning prosperity was
owing largely to jazz, a form of music by then in full flower, though the
original improvisatory jazz played by small ensembles had been submerged
by a more commercial variety to which the whole country was dancing in
new, gaudy ballrooms. Some people viewed the development with horrified
alarm. According to Fenton T. Bott, a leading light in the American National
Association of Masters of Dancing, “The music written for jazz is the very
foundation and essence of salacious dancing. The words also are often very
suggestive, thinly veiling immoral ideas.”

Despite such sentiments, the public did nothing to curb this pernicious
music. Instead it went to the nearest record store, bought copies of the
latest hits, rolled up the rugs, and danced. Record companies vied with
each other to sign up popular bands. Victor featured Paul Whiteman and
Fred Waring, Columbia had Ted Lewis and Fletcher Henderson, while
Vincent Lopez could be heard on the Okeh label and Leo Reisman on Bruns-
wick. Lesser companies in the boondocks—such as Gennett (of Richmond,
Ind.) and Paramount (of Port Washington, Wis.)—went after the so-called
“race” market and recorded most of the accomplished Negro musicians from
New Orleans, among them Kid Ory, King Oliver, Louis Armstrong, and
Jelly Roll Morton.

“Canned” Music

Throughout all these years the recording process remained essentially un-
changed from what it had been at the turn of the century. Performers would
sing or play into a large conical recording horn, and the sound waves pro-
duced by their efforts would be transmitted directly to the wax master
without benefit of microphones or amplification. As time went on, this
acoustic recording process became progressively refined, but nothing could
alter its basic limitations, and it was not for nothing that people continued to
refer to records disparagingly as “canned music.”

In 1924, a team of Bell Laboratories engineers changed all this by
developing a process for making records electrically. The new method effected
three striking improvements in the reproduction of sound. First, the frequency
range had been extended by two and one-half octaves so that it now en-
compassed 100-5,000 cycles. Bass frequencies never heard before from
phonograph records added body and weight to music; treble frequencies in-
troduced a definition and detail previously missing (sibilants, for instance,
could be heard for the first time). Second, the “atmosphere” surrounding
music in the concert hall could now be simulated on records. Musicians
were no longer forced to work in cramped quarters directly before a re-
cording horn but could play in spacious studios with proper reverberation
characteristics—for the electrically amplified microphone system of record-
ing did not depend on sheer force of sound as had the old mechanical
system. Third, records were louder and at the same time were free from blast.

Although Bell licensed both Victor and Columbia to employ the elec-
trical recording process, it was the latter company—then under the dynamic
leadership of Louis (later Sir Louis) Sterling—that initially made the most
of it. On March 31, 1925, 15 glee clubs—850 voices in all—assembled on
the stage of the Metropolitan Opera House to give a joint concert. High over
their heads hung a microphone that picked up the entire proceedings for
relay to Columbia’s newly installed electrical recording equipment. A 12-in.
record, Columbia 50013-D, was swiftly processed and demonstrated to the
trade. The disk went on sale in June with an all-out promotion. Advertise-
ments trumpeted customer reactions to 50013-D, such as the joy of the
lady who exclaimed: “I thought T was tired of phonograph music—but that
was because I never really heard any.” To its dealers Columbia gloried:
“This one record alone is bringing back customers who haven’t bought
records in months.” It was staggeringly loud and brilliant (as compared to

(Continued on page 36)
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FELIA LITVINNE singing at the Gramophone Company's Paris studio—condi-
tions for accompanists have improved somewhat.

ELDRIDGE R. JOHNSON—sa

picture taken around 1900 FRANCI BARRAUD painting a copy
when he was orgarizing of his famous ‘'‘His Master's Voice™
Victor. picture.

=

ELDRIDGE R. JOHNSON'S premises—Johnson headad an outfit called the
Victor Talking Machine Co.
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A 1925 Victor recording sessicn—Mary Garden is the singer, Rosario Bourton
the music director.
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DR. PETER GOLDMARK, president, director of research, CBS Laboratories, left,
with William Bachman, his chief assistant, checking the quality on a LP, which machine.
they perfected.

THE DISK SURVIVES

o Continued from page 35

anything made by the old method), it embodied a resonance and sense of
“atmosphere” never before heard on a phonograph record, and it sold in
the thousands. Although Columbia’s “Adeste Fideles” was not the very
first electrical recording to reach the public, it was the first one to dramatize
the revolution in recording and the first to make a sharp impression on the
average record buyer.

Electrical recording gave the business a potent push for a while, but
the effect turned out to be short-lived. Soon the scene darkened. Radio
broadcasting was metamorphosing the country’s listening habits, and almost
overnight the long U.S. love affair with the phonograph began to turn sour.
In October 1929, the stock market crashed, the national economy began to
contract, and the phonograph and record business withered as if frozen in
full bloom by a bitter Arctic frost. Everything went into a decline, but the
phonograph went into a tailspin.

Victor had by then been taken over by RCA, and the assembly lines
in Camden were already busy producing radios. Contracts with Red Seal
musicians were allowed to lapse, expensive orchestral sessions were deemed
largely expendable, and the whole slowly woven fabric of Victor’s involve-
ment with music making in America was allowed to unravel. Despite its
drastically declining record sales, Victor did attempt to turn the tide with
a long-playing record (up to 14 minutes per side). Unfortunately, the idea
was sounder than the execution, and the company soon took its new product
off the market.

As this sickly venture limped along in the winter of 1931-’32 the Ameri-
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LEOPOLC STOKOWSEKI listening to an early Orthophanic

can phonograph and record business entered into its most doleful phase. Rigor
mortis had all but set in. A total of 6,000,000 records were sold in the
United States during 1932, approximately 6 percent of the total record sales
in 1927. Is it any wonder that people spoke slightingly of the phonograph
record in circles where profits and production carried weight? All business
had suffered grievously, it is true, but not to this calamitous extend. What
had happened to the phonograph? Why had record sales dropped from
104,000,000 discs in 1927 to 6,000,000 in 1932, and the production of
phonographs from 987,000 instruments to 40,0007 A definitive answer can
never be given. Radio broadcasting undoubtedly figured as the major cause.
Entertainment on the air had reached high professional caliber and it was
free—an irresistible attraction in a period of unemployment and diminish-
ing wages. The latest hit tunes were to be heard in abundance from broad-
casting stations. No longer was it necessary to buy the new dance records;
they were being played ad nauseum over the air waves.

But radio alone could not have brought the phonograph tc such a sorry
plight, nor could the indifference and apathy of RCA, nor the inflated prices
at which most records and equipment contmued tc be quoted. These were
surely contributory. But there was in addition something else, something
intangible: a sudden disenchantment on a country-wide scale with phono-
graphs, needles. records, and the whole concept of “canned music.” The
malaise broke cut in 1929 and spread devastatingly to every city and state
in the U.S. Albums of Red Seal Records, displayed so proudly by a former
generation, were unceremoniously relegated to the attic or sold by the pound
to a junk dealer; so were the expensive Victrolas on which they had been
played. The talking machine in the parlor, an American institution of redolent

(Continued on page 38)
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A Pat onthe back to you

““Once upon an early 1955 Randy Wood

summoned a dynamic, gifted, and unusually modest
young college student to a Chicago recording studio, to
make him a star. However, this dynamic, gifted and

modest young man ignored the summons! So

Pat Boone came instead—

After 42 takes, rhythm lessons on the. coffee /"
breaks, and a voice transplant, “TWO HEARTS,

TWO KISSES"” was waxed and Boone was on his

way—back to Texas. However, Randy Wood, knowing

star potential when he saw it, closed his eyes and

made the record a hit anyway!

And I'm grateful, Randy; not just for the 1lst gold
record, but for the 12 that followed over the

next 10 years. And for the unique friendship that
was born and solidified during that time.

The best part is that you and Jack and | know the
Giver of these incredible gifts.”

Just completed the Dick Ross & Associates film

“THE CROSS AND THE SWITCHBLADE"
Starring PAT BOONE

To Be Released Early Spring 1970
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memory, had passed from the scene. There was little reason to believe that
it would ever come back.

That it did was owing in large measure to a new record company formed
by Jack Kapp, an ex-employee of Brunswick, and E.R. (later Sir Edward)
Lewis, a canny London stockbroker who had taken over the management
of the British Decca Company. The new American company was also called
Decca. Its raison d’etre lay in the conviction, shared by Kapp and Lewis,
that good phonograph records did not need to be expensive. Jack Kapp’s
gambit was to offer the biggest personalities in popular music at 35 cents a
record. He persuaded most of the Brunswick “75-cent artists” to sign up
with Decca, and in his first advertisements was able to announce exclusive
contracts with Bing Crosby, the Dorsey Brothers, Guy Lombardo, Glen Gray,
Fletcher Henderson, the Mills Brothers, and Arthur Tracy (the “Street
Singer”).

The Jukebox

Another contributing factor in the turnaround of record sales was the re-
emergence of the jukebox. Coin phonographs in one form or another had
been around for a long time, but like everything else to do with recorded
music they had gone into a serious decline during the early years of the
Depression. They came out of retirement with the end of Prohibition and
—as jukeboxes—proliferated in bars, drugstores, and diners. By 1939 there
were 225,000 of them, and it took 13,000,000 discs a year to nourish them.
For record companies the jukebox served the double function of buyer
and seller. Millions of records were purchased solely because they had been
heard and enjoyed the night before on a jukebox. It became possible once
again to talk of record best sellers. In 1936 a record of “The Music Goes
Round and Round” sold more than 100,000 copies. Nothing like that had
happened since Al Jolson’s “Sonny Boy” back in the 1920's. By 1939 the
ceiling had been raised to 300,000 with Victor’s “Beer Barrel Polka” and
Decca’s “A-tisket, A-tasket.” The Decca policy of “top tunes and top artists
for 35¢” had paid off. In 1939, on its fifth anniversary, it had grown into
the second-ranking company in the industry with an annual production of
19,000,000 records.

Columbia trailed far behind, a moribund and lackluster company wait-
ing for someone to rescue it. That person turned out to be Edward Waller-
stein, an RCA Victor executive prepared to quit his job in favor of re-
vitalizing Columbia. All he needed was somebody to buy the old company,
and in 1938 he found a backer in the person of William S. Paley, president
of the Columbia Broadcasting System. With the weight of CBS prestige
and resources behind him, Wallerstein set out to rebuild the Columbia cata-
log. Benny Goodman, Duke Eddington, Count Basie, and many other idols
of the Swing Era were put under contract. For the serious music lover, whom
Wallerstein considered the mainstay of the record business, Columbia began
signing up orchestras all over the U.S. He also halved the retail price of
classical records from $2 to $1.

World War 11

Price cuts, jukeboxes, and intensive promotion by three highly competi-
tive companies served to swell and quicken the phonograph’s return to public
favor. When the figures were compiled for 1941, the industry rubbed its eyes
with amazement and found that 127,000,000 discs had been sold that year.
Production of radio-phonographs was also in a splendidly healthy state. Under
normal circumstances, nothing would have impeded the rise of record and
phonograph sales to a total volume exceeding anything that the industry had
ever known. But the times were anything but normal. On Dec. 7, 1941, the
United States found itself at war. Importations of raw materials from Asia
were among the first casualties, and the basic ingredient of phonograph
records—shellac—came principally from India. In April 1942 an order from
the War Production Board cut the nonmilitary use of shellac by 70 per-
cent. At about the same time, the nation’s manufacturers of electrical goods
turned out their last radios and radio-phonographs for civilian consumption
and converted to war production. The phonograph, which was just on the
threshold of its greatest triumphs, had to dig in for the duration.

Despite material shortages and a recording ban imposed by the American
Federation of Musicians, business was carried on pretty much as usual during
the war and immediate postwar years. Perhaps too much as usual. The record
industry badly needed a jolt, and it was duly provided in 1948 by Columbia’s
introduction—or re-introduction—of the long playing record. This turned out
to be a considerably better product than Victor’s of 17 years before and
the time was now right for it. After a period of some turmoil and trouble
—occasioned by Victor’s espousal of the 45-rpm single and the subsequent
“Battle of the Speeds”—the LP took off in steep ascent.

It is still climbing, thanks to racks and record clubs, to rock music and
motion-picture soundtracks, to stereo sound and hi-fi playback equipment.
Together they have propelled the record business into a billion dollar indus-
try. All this is a far cry from those tentative beginnings in 1894. But there is
at least one thing that has not changed. Despite a mounting challenge from
tape (and Lord knows what else in the future), the preferred medium for
recorded sound remains what it was 75 years ago. It is now composed of
plastic rather than rubber, and it sounds infinitely better. But the essential
concept is the same: a flat disk, impressed with spiraling grooves. At a time
when almost everything else is in a state of flux, that kind of continuity is
rather comforting.

EMILE BERLINER
(above), inventor of
the disk record and
gramophone.

THE WORLD’S first
microphone (right), in-
vented by Berliner in
1876 and adopted by
Bell Telephone Co. in
1877. The loose con-
tact principal is still in
use today in all the
world's telephones.

Tape A Temporary Supplement—
Oliver Berliner, Inventor's Grandson

“The disk is doomed, but tape
is not necessarily the medium
which will replace it,” says Oli-
ver Berliner, grandson of Emile
Berliner, who invented several
sound instruments.

“Tape is only a temporary sup-
plement to disk,” Berliner con-
tinues, “There will be other and
better media. Were Emile Ber-
liner alive today and were he
asked to comment on stereo
sound and color television, he’d
probably say, ‘Marry them.” 1
think we will soon see a cartridge
combining stereophonic sound
with stereoscopic (three dimen-
sional) color video. People will
always want to select their fa-
vorite tunes by their favorite art-
ists whenever they want to rather
than rely solely on material se-
lected by broadcasters. But in
spite of the excitement that will
be created by cartridges with
these characteristics, the listener
will suffer somewhat because
there will be nothing left to his

imagination. . .uand imagination
1s far more dramatic than re-
ality.”

The younger Berliner, whose
grandfather invented the gramo-
phone in 1886 and disk record
in 1887, feels the stereo disk is
“virtually the saume as what
Emile created 82 years ago. The
equipment and materials are bet-
ter as is the quality of the fin-
ished product. But the principal
remains unchanged. Likewise for
the first microphone used in elec-
trical recording—the telephone
transmitter—whose carbon gran-

ule system depends on the loose
contact principal.

“My grandfather’s microphone
was introduced a decade before
his disk record, yet was not used
in the disk recording for decades
after the advent of the disk.”

Berliner feels that his grand-
father would be a bit piqued if
he were to learn that the word
“Victor”™ and “His Masters
Voice™ slogan were dropped by
RCA, the company which traces
back to Berliner at the turn of
the century.

Berliner’s father Edgar was
president of three successive
Canadian companies, Berliner
Gramophone, Victor Talking
Machine Co. Ltd. and RCA Vic-
tor Lid. of Montreal.

In a brochure issued by the
Berliner Gramophone Co. of
Philadelphia. explaining the his-
tory of the gramophone, the fol-
lowing practical suggestions stand
out:

e Persons having a gramo-
phone may buy an assortment
of “*phonautograms,” comprising
recitations, lessons in elocution.
songs. choruses, instrumental
pieces or orchestral pieces of
cvery variety.

e These disks are generally of
hard rubber and will stand any
climate, and practically last for-
ever.

e A seven-inch disk will con-
tain a two-minute letter in the
speaker’s own voice and may be
mailed to friends ull over the
earth in a large envelope for a
few cents postage.
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Those were the days, my friend: Dig the bill at the Paramount Theater when it was a live talen? showcase on
Broadway, featyrmg Eddie Cantor; the billposters plug Leon Errol, Clara Bow, Barnum and Bailey’s Circus and
Walter Huston in “'The Barker’”; and upper left is that symbol of another day, the La Salle automobile.

BY ARNOLD SHAW

“Sixty joints a week 1 used to make,” Edward B. Marks wrote in his
book of reminiscences “They All Sang.” “Joc Stern, my partner, covered about
40. What’s more, we did it every week.

“I used to work in our two-room suite of offices until after 8 o’clock
and often I hadn’t eaten my dinner when it was alrcady time to hit Atlantic
Gardens, on the Bowery. . . . Louis the Whistler always went with me. Under
his arm he carried a bundle of chorus slips, which we distributed among the
tables. . . . When there was a real singer in the joint, we induced him to sing
a solo chorus. Then Louis whistled a second chorus. Finally, we tried to get
the crowd in on a third. . . .7

Marks added: “With its initial break in the beer hall, a song might work
up to the smaller varicty houses, and finally to Tony Pastor’s, on l4th St.,
or Koster and Bial’s (on West 23rd St.) whence some British singer might
carry it home to London. If it scored there, it might come back here as a
society sensation. And the whole process . . . nright take several years, during
which gross sales (of sheet music) mounted steadily.”

The two-room suite of Jos. W. Stern & Co., as E. B. Murks Music was
then known, was located in the Union Square district, actually at 45 East
20th St. Tin Pan Alley, which did not acquire its name until it was located

40 75th Anniversary Section

on 28th St. between 5th & 6th avenues, was a Union Square development
because the all-important beer halls and saloons were situated further down-
town, along Third Avenue and the Bowery. But around Union Square itself,
there was a cluster of beer halls, burlesque houses and music halls, including
Tony Pastor’s, Dewey Theater, Theiss (Alhambra) and Huber’s Prospect Gar-
dens Music Hall,

In this era songs were also plugged through the singing waiter. Best
known of these was, of course, Irving Baline, who worked in Pelham’s Cafe in
New York’s Chinatown and who became known as Irving Berlin when Jos.
Stern published his first song, “Maric From Sunny ltaly.” Berlin also later
worked as a song plugger for songwriter Harry Von Tilzer, performing the
latter’s songs in Tony Pastor’s and other music halls. (Von Tilzer himselt
played the singing stooge in a box when Nora Bayes introduced “*Down
Where the Wurzburger Flows” on stage.)

Like other publisher reps, Berlin was not on the bill. Scated in the
balcony or in a box, he would rise at a pre-arranged moment and sing the
song while an assoctate handed out chorus slips. E. B. Marks improved the
technique by investing in colored slide. These contained illustrations of lincs
in the song—"The Little Lost Child” of 1894 is remembered in this con-
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nection—and were flashed on the screen as the song was performed. (In the
heyday of the monster movie palaces of the thirties, a bouncing-ball device
was used on lyric slides to guide the audience in singing along with the mighty
organ—remember Jesse Crawford at the Paramount’s Wurlitzer?)

Plugging was also done at point of sales. When Jerome Kern worked
as a plugger for Max Dreyfus at T. B. Harms and later for Shapiro-Bernstein
(around 1905), he would make the rounds of 5-and-10-cent stores and
department stores like Macy’s and Wanamaker’s. Seating himself at an up-
right, he would perform new songs, hoping to attract a crowd to whom the
salesgirls could sell sheet music.

Changes Made

From Union Square, Tin Pan Alley slowly moved uptown, settling first
on 28th St., then around 45th to 49th St., later around 52nd St., -hen over
to the environs of Radio City, and finally was dispersed in small companies
around the country. These movements accompanied changes in the media
of exposure and plugging methodology.

By the time Monroe Rosenfeld, a journalist songwriter, used the name
“Tin Pan Alley” in an article in the New York Herald in 1903, most New
York pop publishers were settled in the two blocks between Fifth and Sixth
avenues on 28th St. Some say that Rosenfeld got the idea for the colorful
designation from listening to Harry Von Tilzer play on a piano through whose
strings he had laced strips of paper. The upright sounded more like a tinny
harpsichord than a piano. Others attribute the title simply to the noise raised
by many pianos delivering different tunes at the same time.

Regardless, the move uptown was motivated in part by the increasing
importance of variety or vaudeville as a medium of exposure. By the time
that Americans were turkey-trotting and cakewalking to the syncopated
rhythms of ragtime, the Victoria Theater at 42nd & Broadway was becoming
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the leading two-a-day theater in the country. It was superseded by the Palace
at 47th & Broadway up to the twenties. Just as the Minstrel Show served
as the post-Civil War medium to introduce the works of Daniel Decatur
Emmett (“Dixie”), James A. Bland (“Carry Me Bac< to Old Virginny”) and
Stephen Foster, so vaudeville brought to the fore writers like Gus Edwards
(“School Days”), the Von Tilzers, Fred Fisher and, starting with “Alexander’s
Ragtime Band” in 1911, [rving Betlin later in 1919, starting with “How You
Gonna Keep ’Em Down on thz Farm?” introduced "Valter Donaldson.

The hitmakers were now great vaudeville singers like Sophie Tucker,
the last of the red-hot mamas; A Jolson, Eddie Cantor, Harry Richman,
Nora Bayes and Belle Baker. As they traveled from theater to theater on
one of the vaudeville circuits, Keitr-Albee, Keith-Orpheum, etc., the demand
for sheet music would come rol ing into the offices of the New York pub-
lishers. It was not for naught that publishers were willing to pay for costumes,
scenery, etc., in exchange for an extended, cross-country plug.

Geld Rush

“Talkies” and the major radio networks both emerged about the same
time in the late *20s. The former led to what became known in pop music
circles as the Hollywood Gold Fuszh. Through the "30s, movie themes and
monster movie musicals yielded some of the grea: standards of the era.
“Charmaine,” a pretty waltz interpolated in the film “What Price Glory” in
27, is generally regarded as the overnight hit that started the flight of song-
writers like Harry Warren, Jimm» McHugh and Dorothy Fields, George
Gershwin and others to the coast. The silver screen accounted for such
standards as “Three Little Words * by Kalmar & Rubyv (1930), “Stay as Sweet
as You Are” by Gordon & Revel +1934) and “Tharks for the Memory” by
Robin & Ranger (1938).

(Continued on page 42)
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Duffy’s Square on an evening in 1915: The Strand Roof was a stop on every songplugger's itinerary. It was
located above Leighton's, which today is still at the same location. The current fare at the Central Theatre was
“‘Enemies of Women’’ starring Liomel Barrymore and Alna Rubens.
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CHANNELL CHEMICAL €O

Hammerstein's Roof Garden, corner of 42nd Street and Broadway, an important gathering place for music
publishers and songwriters seeking to plug their material during early Tin Pan Alley years. Note the
touring cars, with high-pressure tires and wooden spoke wheels.
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Another shot of Duffy’s Square early in the century. Notice the horse drawn van moving uptown toward the
Wrigley sign. The music era emphasized sheet music and pianos; and this is symbolized by the Mathushek
Piano building at the left. A famous dining place was the Pekin Restaurant at the right.
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‘@e Changing World Of The Songplugger

o Continued from page 41

With the emergence of NBC und CBS, network radio soon became the
major focus of song plugging. The new hitmakers were Bing Crosby (co-
writer of his radio theme song “When the Blue of the Night Meets the Gold
of the Day”), Kate Smith (co-writer of “When the Moon Comes Over the
Mountain”), Russ Columbo (co-writer of “I'm Just a Prisoner of Love™)
and Rudy Vallee (co-writer of “I'm Just a Vagabond Lover”). The word
“cut-in” seems to have become prominent in this period as vocalists with
network shows contributed second verses to songs that did not have them.

On April 20, 1935, a Saturday night, a new network show sponsored
by Lucky Strike, made its bow on coast-to-coast radio. Your Hit Parade,
on the air until June 7, 1958, spanned the rise of the Big Bands, the Big
Baritones and the Big Belters, also the growth of personality Disk Jockeys
and TV, and even the advent of rock 'n’ roll

On its debut it ushered in the era of the No. 1 Plug, a period when
Broadway publishers leaned on one song for a period of weeks in the hope
of bringing it onto the Hit Parade. Although the program used its own yard-
sticks for measuring popularity, this was the period when statistics invade
music business.

Statistics Arrive

An outside service daily monitored performances on the four major net-
works and sold the tabulation to music publishers, who could check on the
accomplishments of their plugging staffs and gauge the progress of a song.
After a time, a statistics professor at City College developed a weekly shect
known as the Peatman (that was his name) in which plugs were weighted on
the basis of whether they were local or network, sung or just played, sustain-
ing or sponsored.

To press a song into the top group of the Peatman, publishers would
set up “drives,” wecks in which plugs on a given song were bunched. It took
several “drives” to determine whether a song was a “dog” or a hit and fre-
quently involved investments between $10,000 and $25,000.

With more than 500 live big bands to contact, publishers printed “pros”
(professional copies) and “stocks” (orchestrations), which were given away
gratis to radio performers. The hitmakers now were the name bands of Benny
Goodman, credited with launching the Swing Era on NBC's Let’s Dance
show in 1937; Glenn Miller, Tommy Dorsey, Sammy Kaye, Guy Lombardo
and others. The demise of the big bands, hastened by the shortages and
stringencies of World War 11, brought the rise of the Big Baritones—Sinatra,
Como, Dick Haymes—most of whom had started as band singers. After a
time, the Big Belters, more muscular singers like Eddie Fisher, Frankie Laine,
Georgia Gibbs, Teresa Brewer and Johnny Ray, accounted for the hits.

By this time, the location of the major networks had motivated New
York publishers to move into the environs of the Brill, on 49th St. and Broad-
way, with outposts at 1650 and 1697 Broadway, in the RKO and RCA
buildings on Sixth Avenue, and in Chicago and Hollywood. As TV began
to draw major advertising rcvenues away from network radio, and portable
transistor radios made the automobile an important medium of exposure,
the Knights of the Round Table became critical in the exposure of a song
and the Record became King. Although Make Believe Ballroom, regarded
as the country’s pionecr disk jockey show, was launched in 19335, platter
spinners like Martin Block at WNEW, Bill Randle at WERE in Cleveland,
Ed McKenzie at WIBK in Detroit and Eddie Gallaher at WTOP in Wash-
ington, etc., did not come into their own until the 1950’s.

Importance Shifts

The importance of recordings now shifted the focus of publisher enter-
prise to a&r executives at the major record companies, and record plugs
replaced live performances as the means of developing a hit. The reign of
an all-powerful group of seven or eight key a&r men came largely to an end
with the rise of rockabilly, the first manifestation of rock 'n’ roll. And now
the independent producer has become so potent as a hitmaker that company
record men are packagers or buyers, rather than producers.

With the exception of a few hits like “Let Me Go, Lover,” originating
in a TV dramatic show, and “Music to Watch Girls By,” based on a com-
mercial, television has not proved itself a hit-making medium. Recordings,
albums as well as singles, determine the popularity of songs on the screen, in
Broadway and off-Broadway shows and on TV.

The continued proliferation of self-contained rock groups that function
as performers-writers-publishers-record production men, has destroyed the
creative initiative of publishers and pluggers, and largely reduced them to
record promotion men. Today, the Studio has become the instrument that
Rock groups play and, as I noted in my book The Rock Revolution: What’s
Happening in Today's Music, the record is the song.
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MUSIC CITIES, US.A

By DAVE DEXTER, JR.

How far must one dig back to trace the astonishing growth of American
popular music?

To 1620, maybe? That's when the Pilgrims, some of them clutching
British psalm books, landed in Plymouth.

Or to the original Americans, the Indians? They left no formally
notated lyrics or music for scholars of the 1970’s to peruse.

What’s behind the startling spread of the modern pop music profession
that extends from New York’s archaic Brill building to Muscle Shoals,
Detroit, Mempbhis, Nashville, Houston, Los Angeles and even Sauk City?

Research reveals that almost every song enjoyed by those hardy
pioneers of our nation’s first 150 years were melodies brought over from
Ireland, Scotland, England and, less frequently, the European nations. Even
“Yankee Doodle” came from Scotland, carrying a 1782 publication date.

Nobody here made a dime off it.

George Washington’s frost-bitten soldiers cooked up a number of
singable originals during the bloody American Revolution. None survived.
They used forbidden words that our boys in Viet Nam are still using today.

The first American gir! singer to make a ripple was a prim Bostonian,
Charlotte Cushman, just 19. She preferred opera. By 1835 she had become
a celebrated actress as well.

Americans enjoyed music then, but it was a vastly different kind of
music back in the 19th century. They danced to dullish string quartets
playing Viennese waltzes and gavottes. They regarded the syncopation
of the black man as crude but intriguing. In 1843, the Virginia Minstrels
(Dan Emmett, Frank Brower, Dick Pelham, Bill Whitlock) formed the
first regularly organized band of black musicians and gave a gratifying
premiere performance in New York at the Chatham Square Theater. They
then spent two years in England. Pelham never came back. Emmett, an
Ohioan, just might still be remembered today. He composed “Dixie.”

When you start scratching the past for real, you start with the music
publishers. Just as they dominate the profession today, so did they prevail
down through the centuries. A sensitive rube from Pittsburgh, Stephen
Collins Foster, naively peddled his first two songs (“Oh! Susanna” and “Old
Uncle Ned”) to slick, big city publishers for not more than the price of a
Delmonico’s dinner and by 1848 both tunes were hits. He was then 22. A
delicate, artistic young man who spoke French and German and favored
water colors, Foster inexplicably affected a phony, unnatural Negro dialect
in many of his lyrics, as “Old Black Joe,” “Massa’s in De Cold, Cold
Ground” and “My Brudder Gum” plainly attest. He died, dead broke at
38 and an incurable alcoholic, in a Bowery flophouse in 1864. He was the
first nationally prominent music man in America.

The Civil War spawned its music, too, as every war does. Publishers
began to sprout. There were as many in Chicago, Philly and Boston as in
Manhattan, and the Illinois firm of Root & Cady somehow came up with the
biggest hits. Most were religiosos.

Yet, even in 1881, when the federal census pegged the country’s
population at 50,155,783, pop music still remained basically of the European
mode. John Phillip Sousa was named conductor of the U.S. Marine Band that
year, at the same time that T.B. Harms published “Wait Till the Clouds
Roll By.” A favorite at that time, from Boston pub Oliver Ditson, was “The
Torpedo and the Whale.” Happily for us, it failed to become a standard.
Yet all the Gilbert & Sullivan English music did. They were the rage.

Familiar Names

The turn of the century brought changes.

Names familiar today took over. Shapiro, Bernstein & Von Tilzer
published a brace of hits. So did M. Witmark & Sons. T. B. Harms was
growing. Charles K. Harris, Sol Bloom (later to become a New York
congressman) and Chappell all became successful. Witmark owned all of
Victor Herbert’s classics. Everything he turned out scored. Later, irate
because he frequented a Manhattan eatery where he heard his music played
constantly sans any kind of payment to him or to Witmark, he angrily
founded ASCAP, then sued Shanley’s Restaurant for performance fees and,
eventually, won the case in the Supreme Court.

How many of today’s songwriters are aware of their debt to the tal-
ented, fiery, Dublin-born composer, conductor and ’cella virtuoso whose
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music remains a favorite, after more than half a century, with uncounted
millions the world over?

Unmistakable signs of the modern music profession were becoming
evident in the booming turn of the century to World War I period. New
York bullishly emerged as the capitol of the industry. The number of
Gotham publishers expanded rapidly, and the surest way to enjoy a national
hit was to acquire the songs featured in lavish Manhattan operettas and
musical comedies, particularly those by George M. Cohan and Herbert.
But writers like Friml, Romberg, Norworth, Bayes (Nora Bayes, the Mil-
waukee singer, who reigned as America’s favorite), Harbach, Hoschna,
Blossom, Edwards, Adams, Hough, Hirsch, Wodehouse and the Smiths,
Edgar, Harry M. and Robert B., all contributed songs that made it big.

Songpluggers built hits for their firms by making up song slides that
were played in theaters and unconventional places like Coney Island, where
youthful artists like Jimmy Durante, Eddie Cantor, Harry Ruby (a frus-
trated baseball player, still living in Bevery Hills today, who was to become
one of the most illustrious of American composers); Pete Wendling, L. Wolfe
Gilbert and George Whiting held forth in places like Perry’s, Stauch’s, the
College Inn and Maggie White’s. Beer gardens exhibited crude, jerky
films, and the slides (with a pianist pounding out the melody) gave the
amiable suds-gulpers a little extra in the way of entertainment.

There were no radio wires, no tclevision shows and the early phono-
graph records were, until the late 1930’s, incapable of making hits. Songs
were recorded after the fact, in those days—after they become hits. Vaude-
ville and burlesque were immensely popular but neither was considered a
valuable plug by publishers. Girls and guys demonstrating new songs in the
Kresge and Woolworth five-and-ten stores throughout the nation were far
more effective.

The record business never was a New York industry. Silver-haired
Thomas Alva Edison invented the phonograph, using tinfoil wrapped around
a cylinder, in New Jersey in 1877. Columbia, up in Connecticut, came
along second, and after experimenting with a Bell & Tainter cylinder first
brought out in 1886, adopted the flat disk originated by Emile Berliner five
years later. Victor followed, down in the Philly-Camden area, when Eldridge
R. Johnson in 1901 formed the Victor Talking Machine Co.

Edison’s cylinders, cut on a vertical “hill and dale” system, were
marketed by his National Phonograph Co. Columbia and Victor preferred
the flat disk with its lateral or “zig-zag” grooving. Johnson reported his
company grossed $12 million in 1905. Some 25,000 dealers were selling
all three labels, and in 1908 the double-faced record was marketed. Artists
received royalties, but publishers and songwriters got nothing when their
songs were recorded.

There were hassles, then, just as there are today.

John Philip Sousa became one of the top artists, yet he complained
with some justification that the legendary Italian tenor Enrico Caruso was
paid thousands for cutting a disk while Sousa’s famous trumpet soloist,
Herbert Clarke, earnced only four dollars a record. Sousa, like Caruso, also
earned a fortune with his big concert band. Apparently he never considered
sweetening Clarke’s pot with a few dollars out of his own pocket.

Turntable speeds varied from 68 to 80 rpm, and the French Pathe
product, sold in America after 1914, spun at 90. Their baritones all
sounded like sopranos!

Victor’s Dog

The little “Victor dog” made his first appearance on the labels and in
Victor advertising in the early 1900’s. It was the work of a British artist,
Francis Barraud, who conceived it for the Gramophone label in London.
Rights to the usc of the pup now belong, in the U.S., to Capitol, but Stanley
Gortikov and Sal lannucci have understandably not acted eagerly in adapt-
ing the pooch to Capitol’s use.

In 1909, Congress belatedly passed a bill requiring that record firms
pay 2 cents for each pressing of a song, and that’s all the publisher gets
precisely 60 years later. The writers still receive one-half of the publishers’
income and must divide the penny among each other, but they cheerfully
accept it. They know a small check for a bum tune is better than no pay-
ment for a great one that went unrecorded.
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Therz were all kinds of record industry imbroglios as the business grew.
Whose needle was best? Which phonographs (Victrola? Panatrope? Gramo-
phone?) were superior? Edison claimed his blue Amberol cylinder and the
flat, inch-thick black Edison diamond disk which he introduced later would
both withstand 3,000 plays with no loss of what was then called “quality.”
Others advertising thorn, steel and wooden fiber needles asserted theirs
were the ultimate.

The first record we ever owned was a 5V2-inch Little Wonder, single
faced and with a line drawing of a magician imprinted on the label. The
original Little Wonders were issued in 1915 and sold mainly in Woolworth
and Kresge outlets coast to coast. Brunswick made its debut in 1916 under
the aegis of Victor Emerson, a Columbia exec who had daringly branched
out on his own. The Aeolian-Vocalion linec appeared that same war year.

It wasn’t until May of 1917 that the first 4/4 music was recorded.
Victor gambled on the Original Dixieland Jazz Band of New Orleans, which
was creating a sensation at Reisenweber’s plush restaurant off Columbus
Circle (although drummer Anton Lada’s Louisiana Five and the all-black
Original Creoles had been playing the new “jass” in New York even earlier).
The ODJB with Nick LaRocca’s punching trumpet saw their “Livery Stable
Blues” become a national smash, and thus launch an exciting new trend in
music on disks.

And so it went. Radio came in in the carly Twenties but failed to kill
records. The million sellers were Paul Whiteman’s “Whispering” and “Three
o’Clock in the Morning,” and gems like Moran and Mack’s Two Black
Crows, the Okeh laughing disk, Al Jolson’s “Sonny Boy,” Gene Austin’s
“By Blue Heaven,” Wendell Hall’s “It Ain’t Gonna Rain No More,” and
Vernon Dalhart’s “Wreck of the Old *97” and “The Prisoner’s Song.” We
vividly remember several hit versions of a tearful ballad eulogizing Floyd
Collins, who died in a cave.

The October stock market crash of 1929 changed everything.

Every record company faltered. Grigsby-Grunow, the manufacturers of
Majestic radios, took over Columbia. Warner Bros. somechow wound up
owning Brunswick. RCA acquired Victor. Old Tom Edison out in Jersey
simply tossed in the towel. His pioneering National Phonograph Co., first to
make records, folded. In retrospect, Edison, an undeniable genius, deserved
better.

New Era

Still another new cra of the music business was born.

Chicago had a start on other cities outside New York in building its
own little world of music. It was a growing, sprawling center under Mayor
Big Bill Thompson in the turbulent twenties. Al Capone and his henchmen
(whose headquarters were in nearby Cicero) ran the illegal booze, girls and
merchant “protection” rackets efficiently. They were directly responsible,
too, for a number of spcakeasies, taverns and night clubs in which hundreds
of musicians enjoyed steady employment. Chicago’s numerous hotels were
solidly occupied with conventioneers. The better ones are still remembered
for the topflight orchestras and acts they played: The Congress, Blackstone,
Drake, Sherman House, Palmer House, Edgewater Beach, Morrison, LaSalle,
Ambassador East and West, et al. The Aragon-Trianon ballrooms operated
bv Andrew Karzas, the Chez Paree, the Blackhawk and a dozen palatial
theaters all regularly featured record artists from the twenties through
World War Il.

Chicago had its own publishing firms (Forster, Weil and Cole were

ONE OF THE moguls of the San Francisco music
scene in the 1930’s was the late Anson Weeks, whose
‘‘Let's Go Dancin’ With Anson” orchestra prevailed
for two decades as one of America’s top attractions.
Does anyone in 1969 remember Anson’s ‘‘Magic
Carpet”” network broadcasts for Lucky Strike cigarettes
with Walter Winchel!?
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powers, with numerous hits) and hundreds of aggressive agents, bookers,
publicists and trade paper writers. All the major New York publishers
maintained offices in the crowded Loop. Jimmy Petrillo’s musicians’ union
was almost as large as New York’s 802. Look back now and the toddlin’
town’s importance as a music center at the time Charles Lindbergh flew his
little silver Ryan Brougham from Long lsland to Paris is indisputable;
Isham Jones composed a long string of hits that became standards and
his dance band was one of America’s most favored. Don Bester, George
Olsen and Paul Biese were also big names. There were King Joe Oliver,
Louis Armstrong, Sidney Bechet, Jimmie Noone, Johnny and Baby Dodds
and Jack Laine, Leon (Bix) Beiderbecke, Bud Freeman, Gene Krupa, Ben
Pollack, Eddie Condon, Frank Teschemacher, Benny Goodman, Muggsy
Spanier, Joe Sullivan, Frankie Trumbauer, Earl Hines, Art Hodes and
later, Lionel Hampton.

Jimmy McPartland recalls one night at the Friar’s Inn when a drunken
Capone bodyguard shot Jim Lannigan’s bass full of holes. “I was petrified,”
he recalls, “but | asked that the triggerman pay for the damage. When he
was quickly handed $850, Lannigan laughed, went out and bought a new
bass and sold the old one as a Capone curio. He ended up about $500
ahead.” The late drummer, George Wettling, once described to us another
incident when some of Dion O’Bannion’s mob shot it out with Capone’s
men in a nightery. The owner was plugged in the stomach. “After that,”
Wettling said, “he walked around every night sort of bent over.”

Chicago Phenomenon

For all its occupational hazards, Chicago took some of the steam out of
New York’s dominance of the music business. Records were made there
regularly by Victor, Columbia, Okeh, Vocalion and Brunswick, and some
of the better attractions working in and out of the Windy City included
Ruth Etting, the Dionne Warwick of her day; Ben Bernie, Abe Lyman, Zez
Confrey, Victor Young, Charlie Straight, Joe Sanders, Tiny Hill, Danny
Russo, Ted Weems, Lawrence Welk, Wayne King and (via North Carolina)
Kay Kyser, Hal Hemp and Jan Garber.

Paul Ash, later to become a fixture at New York’s Capitol Theater,
took a new song every week and presented it on stage in various forms;
as a ballet number, as a waltz sung by a soprano, as a dance band feature,
in bolero, fox trot and rumba rhythms. His colorful production virtually
insured a hit. Publishers flocked to Ash pleading that their latest plug tune
undergo his magic. It was strictly a Chicago phenomenon.

Dick Jurgens, Eddy Howard, most all the Bob Crosby band and song-
writers Gus Kahn, Egbert Van Alstyne, Abe Olman, Milton Ager, Will J.
Harris, Joec Howard, Charles K. Harris, the Von Tilzer brothers, Johnny
Black, Wendell Hall and J. Kiern Brennan all worked out of Chicago. It
led as a fabulous radio center (WBBM and WGN beamed out the most
popular big band broadcasts) until World War II.

The Illinois metropolis never mothered much in the way of a record
industry until the post-war years when Mercury, first, and then the spec-
tacular Chess partnership (the late Leonard and Phil) won immediate
recognition in the trade. Mercury lifted off in the strictly pop market like an
Apollo rocket blast; Chess with its Chuck Berry, Gene Ammons, Willie Ma-
bon and Bo Diddley almost cornered the national blues field. That was in
1948. It remains a well-operated organization since Leonard Chess’ death
just a few weeks ago. Mercury has ranked as an undisputed major for 20
years, and is now owned by the Dutch Philips cartel.

Cleveland had its moments in the decade following the first war. Guy
Lombardo and freres made their debut at the Music Box Cafe (it was there
that they adopted the “Royal Canadians” tag) and Sammy Kaye, a blazing
hurdler and runner at Rocky River High, came along a bit later with a
Kyer-like band at the Varsity Inn. Emerson Gill and Sammy Watkins were
popular. Frankie Laine and Bob Hope spent most of their early days as
hungry, frustrated Clevelanders. Through the 1940’s and into the Fifties,
the Ohio city was tabbed as the casiest in which to break a hit with the
deejays.

Philadelphia

Which city gave music Sigmund Spacth, Jack Norworth, Joe Burke,
F.A. (Kerry) Mills, Gus Arnheim, Marc Blitzstein, Jan Savitt and Irving
Mills (although both were born in Russia), Manie Sacks, Cork O’Keefe,
Mike Nidorf, Eddie MacHarg, Joe Venuti, Eddie Lang, Phil Baker, Harry
Link, Elliott Lawrence, Mario Lanza, Eddic Fisher—now you’re catching
it—AIl Martino, Frankie Avalon, Buddy Greco, Kitty Kallen, Jimmy Darren,
Fabian Forte and Bobby Rydell?

Yep, it was Philadelphia.

Philly’s Barney McDevitt, the lovable maharajah of music press agents
who worked with Tom and Fred Waring’s Pennsylvanians as far back as 35
years ago, is now a long-time Hollywood resident. He declares the center
of Brotherly Love was a good music hive chiefly because of its hectic RCA
activity. For 69 years some of the world’s most salable records have come
out of the Philly-Camden axis, and more recently, McDevitt adds, there
have been Swan (which issued the Beatles right after Vee-Jay in 1963 and

(Continued on page 46)
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couldn’t sell them either), Al-Teen, Jamie and the potent Cameo-Parkway

parlay sparked by energetic Al Rosenthal. Today it’s a sedate, less vital
center.

San Francisco’s importance was hypoed in recent years with the Bay
City’s gutsy introduction of psychedelic lighting, topless dancing and raw
“beaver” movies. In the old days it was the site of the Sherman-Clay
publishing firm, which Jack Robbins bought out back in the summer of
1937. The S-C catalog boasted “Whispering,” “Do You Ever Think of Me?”
and “I Cried for You” as its leaders. A rival pubbery owned by the com-
poser Neil Moret provided intense competition. He was the writer of “Moon-
light and Roses,” “Chloe” and “She’s Funny That Way.” Moret worked
his dual role for many years while many of his associates remained unaware
that his legit name actually was Charles N. Daniels. He sold his company
in 1931 and died 12 years later in Los Angeles, but his songs, like Victor
Herbert’s, are still sung and played everywhere all the same.

Voyle Gilmore, the veteran drummer and Hollywood producer, insists
that San Francisco won renown because of the sterling dance bands it
spawned back in the 1920’s and 1930’.

“Art Hickman became a big name even before Paul Whiteman,” Gil-
more claims.

“Most musicians insisted that Whiteman, in his incubation period,
adopted many of Hickman’s innovations in instrumentation and style.
Anson Weeks came along and became an overnight sensation broadcasting
on the Lucky Strike ‘Magic Carpet’ program announced by Walter Winchell.
Tom Gerun had a fine outfit—Tony Martin and Woody Herman blew in
his reed section. Tom Coakley was another favorite. Carl Ravazza (“Vienni
Sue”) took it over later and plattered a couple of big uns.”

Oakland’s Sweet’s Ballroom drew all the class orks. Henry Halstead
was a perennial St. Francis fixture. Griff Williams, and Jimmy Walsh some-
how managed to score with a combined aggregation billed as “Williams and
Walsh.” Ran Wilde was another, and Leon Mojica, Del Courtney, Joaquin
Gill and Neil Bondschu had their partisans. Horace Heidt and his patriotic
police dog came out of nearby Berkeley. Gilmore claims Heidt was the
finest showman of his day.

“Phil Harris played drums and talked the vocals in the Harris-Loffner
partnership orchestra,” Gilmore avers. “Carol Loffner played piano. But
after they played Australia Harris split, with his down under bride. Muzzy
Marcelino and the Eddie Bush Trio also were luminaries of the Loffner-
Harris outfit,” Gilmore remembers.

Paul Martin’s KGO studio group—no saxes—enjoyed an abundance
of airtime over the old NBC “red” net, but for all the glory of the old days,
the “Bagdad on the Pacific” is probably better known in 69 as the site
of the recent Turk Murphy and Bob Scobey jazz combos, and the current
Sons of Champlin, Grateful Dead, Moby Grape, Country Joe, Big Brother,
The Jefferson Airplane and Quicksilver Messenger Service rock units. Tony
Bennett’s soulful singing about his lost heart likewise has done more for
Mayor Joe Alioto’s community than all the old dance bands combined,
Gilmore concedes.

Kansas City

Kansas City, too, nurtured an imposing platoon of musicians a long,
long time back when its citizenry knuckled under, meekly, to the corrupt
political rule of pudgy Tom Pendergast. There was Carleton Coon (drums)
and Joe Sanders, a southpaw pianist, with their entertaining Coon-Sanders
Nighthawks airing nightly (and every day at high noon, too) from the Hotel
Muehlebach’s Plantation Grill. Phil Baxter wrote hit songs like “Ding Dong
Daddy From Dumas” and fronted a “peppy” band on WDAF broadcasts.
But the Heart of America town is far better known for its jazzmen: Count
Basie, Joe Turner, Pete Johnson, Charlie Parker, Jimmy Witherspoon, Andy
Kirk, Mary Lou Williams, George E. and Julia Lee, Ben Webster, Oran
(Lips) Page, Jay McShann, Harlan Leonard, Jimmy Rushing, Bennie and
Buster Moten—cousins, not brothers as numerous historians have printed—
and a jillion others. Some of them recorded on the long-defunct Missouri
Merritt label.

Shy Vic Damon, later, plucked a million-plus single on his first session
when he paired Jon and Sandra Steele on a lilting “My Happiness’ ballad
that scored all over the globe shortly after World War II. Damon never
made another. The Jenkins Music stores owned a strong catalog of songs
that included “12th Street Rag” and Lucien Denni’s “Oceana Roll” and
“You’re Just a Flower From an Old Bouquet,” but its publishing arm folded
when the boss, J. W. Jenkins Sr., was killed in a 1932 motor car accident.
Like Chicago, Kansas City reluctantly found itself a haven for gangsters
under Pendergast’s stern hand. With the return of honest government in
1939, the Jackson county seat slipped down as a rollicking hotbed of pop
music and has since remained semi-dormant. We will never regret our 22
years there, though, and our introduction to the music dodge as a Billboard
rookie under M. H. Orodenker’s kindly wing. It was the right place at
the right time.
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St. Louis? For a century it stood for beer, shoe manufacturers and the
Cardinals. It never ranked high as a show town, or music publishing center,
or as a place where an unkown might migrate to make disks. In late 1969
St. Louis stands for beer, shoe manufacturing and the Cardinals.

Boston somehow never moved far enough from its staid Cabot & Lodge
atmosphere to develop into a dominant center. It’s a lively enough theatrical
town for musicals, drama, films, dance bands and clubs, but like the old
lady attending a Red Sox game, it fares better as a spectator than as a
participant. No Beantown label has won recognition. Its few publishers
concentrate on religious and educational music. Jimmy McHugh was reared
there.

Motown’s Music

Detroit? Now there’s a music town. We cut heavy masters there more
than 20 years ago (Sugar Chile Robinson and a half-dozen blues shouters)
it rocked then as today. Hipsters called it Motown then, long before Berry
Gordy moved from the drudgery of a motor car assemly line to form the
mighty Tamla-Motown complex (on $700) with the help of Barney Ales
and Smokey Robinson. Back in the 1920’s it set a roaring scene, too, with
McKinney’s great Cotton Pickers band, Jean Goldkette, the Casa Loma
crew and consistently fine stage shows that are fondly remembered.

Today there are publishing firms, Arnold Geller’s AMG label, Jack
and Devora Brown’s Fortune waxworks and the Gypsy disk outfit. Still
the Tamla-Motown empire dominates the scene like a whirling, suck-
it-up tornado. Gordy’s artists sell in almost every country in the world.
People who never heard of Cadillac or Chevy are well aware that Detroit
is the base for the Supremes, Gladys Knight and the Pips, Diana Ross, the
Four Tops, Marvin Gaye, Stevie Wonder and a dozen other briskly selling
record acts. ASCAP’s Gene Buck, Rudy Wiedoeft, Margaret Whiting and
Della Reese grew up there.

Memphis is somewhat like Detroit, record-wise. Sam Phillips probably
started it all with his Sun label. Until Sam came along, Memphis was strictly
the place where W. C. Handy lived briefly, the lazy southern town that
inspired Handy’s “Beale Street Blues.” Phillips turned the world’s pop music
tastes upside down in the mid-1950’s. Sam doesn’t belabor his error, his
unforgettable faux pas, in selling Elvis Presley’s services to RCA for a mere
$25,000. He goes along making good records and seeking challenging talent.
Some of his early Johnny Cash masters today are selling in the hundreds
of thousands.

Jim Stewart’s Stax-Volt operation in what was once the Capitol Theater
on McLemore street in the black belt also has focused international attention
on Memphis. With a strong assist from his sister, Estelle Axton, and pal
Rufus Thomas, Stewart rang the bell with Otis Redding, Carla Thomas,
Booker T. and the MG’s, the Mar-Keys and other deserving acts, and he
shares his profits with Stax-Volt employees. Now under the Gulf & Western
conglomerate banner, Stewart continues with a devotion to pop music that
is uncommon. The Goldwax, Hi, Allendale, Black Gold and Style Wooten’s
five labels are still other Memphis-based waxworks. Quinton Claunche is
a successful indie producer. Don Schnoeder comes in all the way from
Pensacola to make masters for the Bell-Amy people in New York. Numerous
other companies now flock to Memphis seeking the “real” blues musicians
and atmosphere.

Houston is known for its Peacock and Duke labels, for two decades
successful in the hands of Don Robey. He started with Gatemouth Brown,
hit the charts and branched out to gospels. Bobby (Blue) Bland is another
of Robey’s aces. Houston also houses the Almanack label.

King and Queen

Cincinnati is the home of Jack Adkin’s Adco firm, but it was the late
Sydney Nathan’s King and Queen marks that boosted the Ohio village onto
Billboard’s charts. Nathan found James Brown, Earl Bostic, Little Willie
John and a host of others who repeatedly cooked with his platters for King;
the Queen label he reserved for exceptional country talent. King is now
merged with Starday, and together they will gross $12 million in 1969,
Dexter Shaffer and Hal Neely proudly estimate.

Nashville for 40 years was regarded only as a sort of meeting place for
America’s most popular country singers and composers. Its WSM “Grand
Ole Opry” radiocasts attracted loyal listeners in the millions. And long
before the city became the popular recording center that it is in 1969, it
was lauded as the bailiwick of virtually all of America’s better country
songwriters.

The more affluent major labels have erected their own facilities in
the Tennessee city since the days of Wesley Rose, Roy Acuff and Hank
Williams, and more recently companies like Monument, Dial, Nashboro,
Hickory, Starday, Spar, Sing, Stop, Elf and Shelby Singleton’s recently
expanded complex have concentrated on Nashville action. Jerry Crutchfield
makes masters as an indie selling to the highest buyer. In actual recording
volume, Nashville today ranks a strong third to New York and Los Angeles.
It’s still increasing substantially in importance every year.

(Continued on page 48)
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Los Angeles for all its glamour as 1970 nears was incredibly sluggish
in starting. As recently as the 1930s it was considered the Siberia of music.
Way back in 1921, the samc Spikes brothers who composed “Someday
Swectheart” operated their own record company and there are still battered
old 78 rpm shellacs by Kid Ory’s New Orlcans orchestra around today to
prove it. Victor sent a crew out to record Bing Crosby with the Gus Arnheim
band in 1930 and shortly thereafter a number of permanent studios were
unshuttered. Yet in those gloomy days of the vast economic depression Los
Angeles failed to grow, musically. Jimmy Dorsey’s fine band was as obscure
in 1936 in Hollywood as if it had been playing in a cave in the Fiji Islands.
With the depression’s end and the waning days of the Thirties the City of
Angels was destined to become a surging monster in music circles.

A little town called Richmond, in Indiana, for a time ranked with the
majors in importance as a recording center. The Starr Piano owners operated
their Gennett label there during World War 1. Midway through the 1920s, a
number of extraordinary jazz records were made, and almost a half century
later they are prized among discerning collectors of ancient, original shellacs.
Today, Tommy Wills still keeps Richmond alive with his Airtown sessions.

New Orleans

New Orleans is recognized as the home of jazz and as the site of Cosimo
Matassa’s 32 labels—count ’'em—but fewer tapes are being run through the
combined Crescent City Ampexes today than did in 1950, when for a short
period the Mardi Gras borough reigned as the mecca of independent rhythm
and blues makers. We plancd there on sputtering DC-3’s many times not just
to seek talent and shoot for million sellers, but to gnaw on sugary pralines,
imbibe chickory coffee and gorge on Creole gumbo. On one trip, a 40-foot
banner strung across Bourbon street advertised “The Great Kay Starr Here—
In Person.” Turned out to be a stripper, of course.

Dave Brubeck and Cal Tjader got their start in Oakland on the Fantasy
label. Abnak is Dallas’ pride. Bill Lowery oversees BBC in Atlanta, and
the Jewel, Paula and Aetna sigs emanate from Shreveport. Insight lights up
Las Vegas. Arhoolie’s superb blues keep Berkeley on the music map. The
veteran Herman Lubinsky’s Savoy product comes from Newark, as does
Carnival.

One is never far from a record studio these days.

Kapp Brothers

The record industry, dying in the distant 1930-1933 period when
15,000 sales was celebrated as a smash hit—and there weren’t any—received
its transfusion from Jack and Dave Kapp’s new blue Decca label when they
bravely introduced it in 1934. The two brothers had grown up in Chicago
as record men. From door to door they traveled in deep snow and ungodly
Illinois heat selling Brunswick product. “Sometimes,” Dave Kapp says today,
“we were loaded like pack mules with Bing Crosby 78’s and disks featuring
the Boswell Sisters, the Lombardos and Hal Kemp. But we eventually learned
that the best sales werc made to the poorest prospects—the Negroes on the
south side who bought the blues with fistfuls of nickels and pennies.”
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RARELY PHOTOGRAPHED Jack Kapp of
Decca (center, in double-breasted suit) poses
in 1940 in Hollywood at a Music City party
with pals including (front row) Lou Bring,
Will Osborne and Woody Herman, orchestra
leaders; Dave Dexter, writer and producer,
and Freddie Slack of ‘“Cow Cow Boogie"
fame. At rear are Mannie Klein, world’'s high-
est paid studio musician and trumpeter par
excellence; Glenn E. Wallichs, owner of the
Music City record emporium two years before
he founded Capitol Records, and Victor
Young, composer, conductor and music chief
at Paramount Studios. Bring, Slack, Young
and Kapp are now deceased.

Jack Kapp died suddenly, but he lived to see Decca become the most
profitable waxwork in the world. Whatever 1969’s music men—writers and
publishers alike—owe to the late Victor Herbert, the thousands of us who
make records our livelihood today owe the Kapp brothers even more. They
rescued the industry when it was moribund. As one of many given a helpful,
sympathetic, encouraging hand by the Kapps, we submit that a massive and
unanimous tribute to them is embarrassingly overdue.

The Kapps were the first to grab a new song, record it and get it out
on the market before the song was a hit on radio, or in a show or motion
picture. They were the first to record an unknown, untried song five and
six ways. Remember “Intermezzo” from the Ingrid Bergman and Leslie
Howard, David O. Selznick film of the same title? The Kapps agreed it had
worldwide supersmash potential. Before the picture ever opened, America’s
jukes were spinning Decca versions by Woody Herman, Victor Young, Guy
Lombardo, Harry Sosnik, Hildegarde and Dick Robertson’s Decca house
band, if memory serves.

The Kapp prescience revived and revolutioned the industry. They
brought about price changes (three disks for a dollar) as well as company-
owned sales branches and, more significantly, a specialization in repertoire
and in the artists who recorded regularly. Now it’s all commonplace.

Up in Seattle Heights, Gary Seibert concentrates on music that will
specifically appeal to Alaskans via his Alkon International operation. Even
in Sauk City (and have you visited rural Wisconsin lately?) Jim Kirchstein
fills a territorial demand with his Cuca and five other labels. There are
small but profit-earning record and publishing companies specializing in
polkas, square dance music, bawdy humor, language instruction, sports
thrills, weight-reduction, how to stop smoking and canary trilling—and we
won’t hint at the infinite number of classical music labels that are available.

Pop music is where you find it today. Rick (Fame) Hall and Quinn Ivy
have made Muscle Shoals, a once-obscure Alabama hamlet, a recording
center for honest, righteous entertainment that once was called “race” music
back in the era of Memphis Minnie and Big Bill Broonzy.

Giants of the business like the Kapps, Frank Walker, Ralph Peer,
Tommy Rockwell, J. Mayo Williams, John Hammond and, more recently,
Jerry Wexler of Atlantic and Leonard Chess (who carefully planned 5,000-
mile road trips every three months) lugged portable equipment out into the
boondocks striving to discover new attractions. Today the studios are out
there, and so are the label printers, pressing plants and radio stations to
exploit unknown talent effectively.

New York is still the Apple, the hub of the wheel, the womb for the
world’s pop music embryo. But it no longer stands supreme. The profession
plainly spills out into all 50 states; coming innovations of the Seventies will
emphatically reflect overwhelming changes in locales. It truly has become
the music of the people—all 200,000,000 people who call themselves
Americans and prefer pop music to the other varied forms of contemporary
entertainment. It’s a privilege in these days of another dying decade to be a
part of it—and to welcome the Seventies and a wondrous future.
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1920-1969 THE RISE OF

THE POWER
STRUCTURES

At one time when the Turf restaurant was at the corner of 49th Street &
Broadway, old Lindy’s was across the street from the Brill and the Paddock
was a few doors north on Broadway, Tin Pan Alley was a tight little island.
While the Turf attracted the newer songsmiths seeking entry into the power-
house firms in the Brill——Mills, Southern and Paramount/Famous each oc-
cupied a full floor—the Paddock, with its English-tavern decor, catered to
the so-called country club set of ASCAP, the highrated hitwriters of the day.
And the old Lindy’s, gone many years before the recent demise of the new,
was a gathering place of the major hitmakers of the day.

Thinking back nostalgically, one cannot help parodying a well known
Yale song, “From the tables down at Lindy’s . . . to the board room of ASCAP
...” But they were hardly “poor little lambs who had gone astray.” Powerful,
big foxes would seem a more appropriate characterization. And so concerned
with holding that island against newcomers, outsiders or even less favored
associates that when BMI was formed, Edward B. Marks was happy to set
sail on the seas of new performance money.

The major publishers of the era between World War I and World War 11
could not tell the public what to like or buy. But they could determine what
was presented and exposed for its consideration. And if you were a songwriter,
or wanted to become one, you had no choice except to come to New York
and try the elevators of the Brill, all of which seemed to descend more quickly
than they ascended. There were Chicago and Los Angeles, of course, but
these were merely outposts of the scene where the action was.

In this “good music” era, as it is sometimes called, the relationship of
major publishers to the record companies was one in which they largely
dictated what was to be recorded. What counted was their enthusiasm and
not to be overlooked, the size of the investment they put behind a favored
or plug song. Record companies were manned by executives, rather than
a&r men or creative producers, and they tried to produce merchandise
that would enjoy the promotion offered by powerful publishers.

By the time the roaring Twenties and the terrible Thirties had modulated
into the postwar Forties, a curious thing happened. The publishers had be-
come the tail of the music dog. They still tried to direct the animal. But it was
apparent that the wagging was being done by a small, new group of men, who
described their function as the art of wedding repertoire to artist. In short,
they selected the songs that were to be recorded and they picked the artists
that were to record them. Since there were only a limited number of record
companies in these days before tape and plastics, they were a mighty potent
group, these seven to 10 a&r men.

Music Movement

A number of developments inside and outside music business contributed
to this shift of power. Two wars had brought a movement of people from
rural areas and from the black South into the country’s large urban centers.
There was a growing taste and demand for two types of music, country and
r&b, that once had been regional manifestations and that now began to flow
into the mainstream of pop, affecting the character of pop music itself.

New publishers and new writers, to whom the doors of music business
were opened by BMI, now increased the availability of song material to a
degree where a&r men could be selective. Most important of all, the
recorded perforinance superseded the live plug in the making of a hit, as
radio bcame a medium of spot advertising.

Paralleling the growth of a&r power was the rise of the personality disk
jockey. Suddenly, it seemed, there were key platter spinners in every major
music market whose exposure of a new song could spell the difference
between a hit and a dog. The importance of the Knights of the Round Table
grew as television developed the “discotheque” type of show—Dick Clark’s
out of Philadelphia was the prototype and most powerful-—where the kids
frugged, watusied and danced—apart to the spinning of platters and the lip-
sync-ing of singing groups.

By this time a new generation of song and record buyers was turning the
music scene upside down. Something called rock ’n’ roll, as Alan Freed, an
influential New York jockey christened it, was shattering established concepts
in writing, publishing and recording. Within a matter of a few years, a whole
generation of songwriters, publishers and record artists found itself on the
outside of the music scene looking in at things that repelled and disturbed it.

Payola Time

The blacklash came in the form of the Payola investigation of 1959, a
development that was also ostensibly motivated by station managements whose
earnings fell way below those of the personality platter spinners. Only a
limited number of disk jockeys were casualties of state and federal probes
of the tie-ups between record companies and disk jockeys. But when the dust
settled, the headlines disappeared and a music business colloquialism (payola)
became a new word in the dictionary, the era of the personality jockey was
over. Now, station management and/or committees would determine what
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disks were to be programmed. To avoid even the faintest suspicion of payola,
more and more stations resorted to what became known as Top 40 program-
ming. Play only the established hits even if you have to play them ad nauseam.

The 1960’s have witnessed the emergence of three new power structures.
Beginning with The Beatles, we have had a proliferation of self-contained
performing groups. They write their own songs, frequently as they record
them. They produce and mix their own recordings. They publish their own
material and, like The Beatles and the late Otis Redding, they sometimes man-
age other talent and set up their own record or production companies.

That this blueprint for today’s talent has caused tremendous dislocation
among established publishers, managers, etc., is unquestioned. But the blue-
print for the future contemplates the sale of this self-contained structure and
the realization of a capital gain, at which point the older established organi-
zations move back into the picture. This process has already begun, not only
among the self-contained artist groups but among their independent producers.

The indie producer is the second new power structure of the Sixties. He
came into being originally as a matter of artistic necessity. As the market
turned teenage, older producers at the established record companies found
that they could not talk the language of the new generation of artists, and
frequently had no stomach for it. They were content to turn a bushy-haired
group over to another bushy-haired youngster, who was in rapport with its:
members. For a time, the major record companies added at least one house
hippie to their a&r staffs.

But beginning with Phil Spector, and even earlier with Lieber & Stoller,
the indie producer has grown in importance and power so that single charts
and even album charts are dominated by their product. Many of these pro-
ducers have established self-contained units along the lines of the artist groups,
for example, Bob Crewe, Koppelman & Rubin, Gamble-Huff, etc. Not a few
have become part of a new tribe of creative giants known as Teenage Million-
aires. And a surprising number have succeeded in developing new, giant
recording operations: Motown, Stax, Bell, Buddah, A&M.

Except for the last-mentioned and Motown, who have maintained their
independent status, the other companies are now part of the third, new power
structure of the Sixties: the conglomerate. Buddah has been bought by View-
lex, Inc., the largest company in the U.S. devoted exclusively to the design
and manufacture of audio-visual equipment, a company also that manufac-
tures aerial cameras, electronic training devices and missile electronic control
sub-systems. Bell has become a subsidiary of Columbia Pictures. And Stax
is part of the far-flung set of enterprises known as Gulf & Western, originally
manufacturers and distributors of auto parts.

A study prepared and released last year by the American Guild of
Authors & Composers, revealed that 12 conglomerates had absorbed the
catalogs of 119 music publishers and 59 recording companies. A few of
the absorbers, like MCA, Seven Arts, Metromedia and North American
Philips, were composed of men whose original orientation and interest had
been in the entertainment field. But most of the conglomerates were directed
by industrialists who had suddenly discovered that there was gold in Tin
Pan Alley. While it is a matter of conjecture, it does not appear unlikely that
the contribution of The Beatles to a sagging British economy—the money
they brought into England quickly brought them Royal recognition—awak-
ened American capitalists to the high rate of profit attainable in pop music
enterprises.

While many of the companies absorbed by the conglomerates are of
recent rock vintage, the 119 catalogs include the world-famous standards of
companies like Chappell, Gershwin, Williamson (Rodgers & Hammerstein),
DeSylva, Brown & Henderson, Leeds Music, Mills Music, Harms, Witmark,
Paramount/Famous and G. Schirmer. In commenting on the conglomerate
development, Edward Eliscu, president of AGAC, asked his membership
and songwriters generally: “Do you know who owns your song?”

And Hans Heinsheimer, director of publications of G. Schirmer, glancing
back over 22 centuries of musical history, noted: “It was always the idealist,
not the businessman, who influenced the history of music—the obstinate
believer, not the accountant; the dreamer, not the man in the flannel suit
on the 8:47 from Mt. Kisco.” Heinsheimer proceeded to enumerate some of
the dreamer-idealists: the Schott, who supported Wagner; the Ricordis who
published Verdi and Puccini, the Durand who went all out for Debussy, and
more recently, the pale, thin man in the linen jacket, Max Dreyfus, who was
godfather to all the show-writers of the golden age of musical comedy, from
Kern to Youmans to Cole Porter to Kurt Weill to Lerner & Loewe.

“There was devotion,” Heinsheimer observed. “Sacrifice, imagination,
patience, faith and creativity. Let’s hope they can put it all on the punch cards.”

Years ago, I once appeared before the board of ASCAP to request a
raise in the rating of the firm I represented. I cannot recall all the men who
were in the room—most of them have since died—and they were not too
friendly to the cause I was pleading. Tough, tight-fisted and possibly short-
sighted, they were nevertheless men for whom songs were the sine qua non
of their existence. They were music men who could become as excited about
32 bars of words-and-notes as some of today’s conglomerate executives once
were stirred by the sight of a finely constructed auto engine or a well designed
building.

Looking ahead, I can envisage a young publisher coming before the
board of a Performing Rights Society in the year 2,000. He won’t have to
worry about personalities. There won’t be any in the room. As representatives
of the Super-Conglomerates then composing the Board, he will just have
to face an impersonal, super-programmed group of computers.
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The Sounda of Muaie

In the early Fifties a publisher who was short of
cash tried to negotiate a bank loan. The banker scanned
a long list of standards, nodded each time his eye lit on
a familiar title, and then rejected the application.

“You've obviously got a good catalog,” he told the
unhappy publisher, “but banks require tangible assets
as collaterial—machines, saleable merchandise, real
property. A copyright is an intangible . . . a sheet of
paper. Who can tell what it’s worth?™

Not too long afterward, the banks discovered a
yardstick for measuring the worth of a copyright, as the
purchase of catalogs by the conglomerates demonstrates.

But in the beginning, in the 1890s when music
publishing began to take the shape of a business, it was
built on a tangible. In those days. a music publisher was
a man who published and vended music: his major,
and for a time, only, source of income was the sale
of sheet music. It's a startling idea, considering that in
1969, several of the largest and oldest companies have
divested themselves entirely of this function and turned
the work of printing-vending-shipping-und-billing to an
outside, independent company.

In the 1890's und until sometime after World War
1, the piano was staple in the middle-class home. It was
the instrument through which genteel girls made good
marriages. If she played the piano well, a girl attracted
all the most eligible beaux who clustered around the
88 and raised their voice in close harmony over the
latest lachrymose ballad. And music publishers labored
to acquaint her with their new songs by performing
them in restaurants, variety houses. beer halls, vaude-
ville theatres, five-and-dime stores and department
stores.

The great catalogs of the old-time publishers, M.
Witmark & Sons, Jos. W. Stern & Co. (later Edward
B. Marks Music Corp.), Jerome H. Remick & Co..
Charles K. Harris Publishing Co., Shapiro, Bernstein &
Co., Mills Music, Inc.,, Waterson, Berlin & Snyder,
Harry Von Tilzer Music Publishing Co., T. B. Harms
and others, all grew and flowered in the rich soil of
sheet music sales. The price fluctuated, drifting down-
from 40 cents in the Nineties to 25 cents at the turn of
the century and hitting a low of 10 cents in the years
of World War I. By then, the over-sized copies of the
sob-ballad era had shrunk to a small choral size and
songwriter royulty had dropped to a one cent a copy.

Sheet sales were such, however, as to give writers
and publishers a formidable return on popular numbers.
In 1907 one statistician calculated that during the pe-
riod 1902-7, about 100 songs had attained a sale of
100,000 copies each; 50 had passed beyond 200,000; 30
had reached the quarter-of-a-million muark. “Twenty
years ago,” Isaac Goldberg wrote in his 1930 edition
of Tin Pan Alley, “the total sales of popular songs, in
sheet form, reached to more than 2,000,000.000 for
a single year.”

After the Ball

“After the Ball” was doubtless a rarity, an “over-
night smash™ (to use an overworked expression), a
“rocking-chair hit” (to use a colloquialism of the era
of the No. 1 Plug). All Charles K. Harris had to do,
after it was interpolated in the extravaganza “A Trip
to Chinatown”—he gave J. Aldrich Libby, its star $500
and a cut of the royalties, and the leader of the pit-
band, a box of costly cigars, to arrange it—was sit back
in his chair and rock. The house of Witmark offered
$10,000 for publication rights. Soon after the sheet
music was published, the Oliver Ditson store in Boston
ordered 75,000 copies. Within a year. Harris reportedly
was earning as much as $25,000 a week—and went on,
according to his autobiography, to gross over $10,000,-
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000. Sheet sales, after a time, soared above the 5,000,-
000 mark.

But so did “Beautiful Ohio”, a 1918 copyright,
according to Louis Bernstein. Richard Whiting's “Till
We Meet Again” passed the 3,500,000 mark while “I'm
Forever Blowing Bubbles™ of “The Passing Show of
1918” racked up a sale of 2,600,000. The late Twenties
saw million-copy sellers in “Dinah” “Sonny Boy"
“Among My Souvenirs” and “Me and My Shadow.”
But by 1930, when sheet music had risen to a 30 cent
figure, sheet music sales were apparently beginning to
slip.

Price Increase

“There are those who believe that the increase from
ten cents,” Isaac Goldberg wrote, “was a commercial
error, and that high prices, rather than the movie,
phonograph and the radio—which undoubtedly played
their part—have damaged the sheet music market.
Indeed, a movement is already under way to restore the
ten cent price.”

The movement obviously failed. The price of sheet
music continued to climb steadily until it reached the
present figure of close to a dollar. Nevertheless, the
1940’s and part of the 1950's found sheet music a
profitable source of income as something known as
the “rack order” became an energizer of the business.
Both decades had their million-copy songs. But by 1959
Music Dealers Service, pivot of the rack, was settling
for 12%%2 percent on the dollar. And yet “Moon River”
and “More” demonstrated an ability to sell over a mil-
lion sheets, providing fodder for those who argued that
price never mattered where a smash hit was concerned.

Fortunately for music business., the ’20s saw the
development of sources of income other than printed
matter. A tabulation that Alexander Woolcott pre-
sented in his Story of Irving Berlin suggested these new
income-producing media:

Piano
Title Sales Sheets Rolls Records
“You’d Be Surprised” 50 weeks 783,002 145.505 88¥,790
“Say It With Music” 75 weeks 374,408  102.127 1,239,050
“Nobody Knows” 70 weeks  1.143.690 62,204 843,062
“All By MyszIf” 75 weeks 1,053,493 161,650 1,225,083

Piano Rolls

Two new items figure in this tabulation. For the
gals who could not play the piano, the piano-player was
a boon. It kept a beaux’s legs so busily occupied pump-
ing the peduls that his hands were rendered inoperative.
For music business, piano rolls were a rewarding, if
short-lived, source of revenue.

Phonograph records, not only yielded exciting re-
turns in the 1920’s, but after a brief period of uncer-
tainty during the depression and early days of network
radio, developed into one of the largest sources of mu-
sic income. The flexibility and inventiveness of the
record industry in exploring different speeds, attractive
album packaging, high fidelity, stereo, tape and cassettes,
may have contributed to the enormous expansion of
recording revenues. For the selective and personalized
programming made possible by records, the public
last year shelled out over $900 million for LP's and
$175 million for singles. If we figure that the return
to writers and publishers is somewhere between three
and four percent this should have yielded royalties of
over $40-million.

Curiously, Woolcott's 1925 tabulation of income on
Berlin songs does not include two sources that came
to figure thunderously in the music picture. During the
1930's and into the 1940s, something known as syn-
chronization developed into a major item of song in-
come. Berlin himself made the deal of deals when he
persuaded Paramount to part with a million dollars for
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the use of “White Christmas™ and a dozen of his great
coyprights in the film “Holiday Inn.” But even if other
publishers could not get more than four or five figures
for the use of their standards in movie musicals, the
totals added to a nifty figure of subsidiary income.

Three of the studios were far-sighted enough to pur-
chase major catalogs. In the late 1920's MGM bought
Robbins, Feist and Miller Music, Warner Bros. bought
Gershwin, Harms, Remick and Witmark, and Para-
mount bought Famous. After a time, the studios devel-
oped a procedure whereby themes and scores were
composed by men who had to assign the synchroniza-
tion right to the studio for a flat fee. And in recent
years, the studios have been buying up independent
record companies. Witness Warner Bros.-Seven Arts
purchase of Atlantic and Paramount's buy of Dot and
Stax.

Staple Item

What has proved the most staple item of publisher-
writer income in this changing picture is, of course,
performance money. Although ASCAP was formed in
1914 when Victor Herbert realized that restaurants like
Shanley's (on 43rd Street where the Paramount Theatre
once sat) benefitted from playing his music, the first
distribution did not occur until 1921. From then on,
ASCAP income has mounted steadily, except for the
period in 1940 when the broadcasters sat out a pro-
posed increase in licensing fees and formed BMI as a
rival performing rights society.

In 1939 ASCAP collected $6,950,000 in fees, of
which $4,300,000 came from broadcasters. Ten years
later, despite the ‘strike’ and the formidable growth of
BMI, ASCAP income rose to $14,000,000. Ten years
later, ASCAP’s gross had more than doubled but BMI's
collections had also risen almost to $10-million. This
year (1970) it is estimated that all performing rights
societies will collect in excess of $70-million.

Of equal significance is the stability that perform-
ance income has been able to assure particularly to
the larger companies. Whereas in the 1950's banks
hesitated to make loans on copyrights, in the *60s they
were ready to accept them, or at least their performance
income, as collateral. When a Utilities company pur-
chased Mills Music in '6S for $5,300,000, two New
York banks provided $2,250,000 of the purchase price.
Half of the sum was advanced by the Chemical Bank
New York Trust Company and the other half by The
Marine Midland Trust Co.

What made these banks feel secure in making the
loans? Just five figures. In 1960 Mills received $442,500
from ASCAP. In 1961, $430,500. In 1962, $470,000.
In 1963, $466,000 and in 1964, $489,600. While there
was some variation in the moneys collected, they had
not fallen below $430,500, less than 7 percent below
the average of $460,000 for the five years. The banks
thus had a predictable sum, assuring them a return of
their investment, if necessary, within a five-year period.

At $5.300,000 the purchase price of the Mills cata-
logue was roughly 12 times its performance income,
When the Aberbach brothers bought the Joy catalogue
at about the same time for $2,000,000, they reportedly
were able to secure a bank loan of $1,500,000—and
their purchase price was roughly 13 times the Joy
performance income of $150,000. It is interesting to
note that while the Milis catalogue contained about
25,000 copyrights, more than 3 of its performance
income was derived from a select group of 114 songs.
When it comes to copyrights, in other words, the Shake-
spearean adage, “A rose by any other name . . .” falls
to pieces.
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EMI has manufacturing and distribution centres
in 30 countries (and licensee arrangements in
nearly 20 more). Europe, Asia, America, Africa,
Australasia: EMI covers them all, knows where
the buyers are and caters for their different and
ever-changing tastes.

I n an Ia n ua e EMI has promotion men in every continent who
are in daily contact with those who influence

record sales. Continuously throughout the year

close to 800 EMI salesmen call on over 30,000
means

EMI and its labels are best known (some have

||
been for generations). EMI prestige is the kind
recor USI ness that helps in all negotiations related to the
record business . .. bookings, T.V. appearances,
tours, motion pictures.

If you're one of the record people, you need EMI.

THE GREATEST RECORDING
ORGANISATION IN THE WORLD

EMI House, London,
centre of EM/'s world-wide activities
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BROADWAY MUSICAL:

At the time the first issue of Billboard was rolling
off the press in November 1894, Victor Herbert was
35 years old and had just seen his first operetta,
“Prince Ananias,” produced on Broadway . . . George
M. Cohan was a 16-year-old kid touring in vaudeville
as a member of The Four Cohans . . . Jerome Kern
was nine and living in Newark, Irving Berlin was six
and living on the crowded lower east side of Man-
hattan, and Cole Porter was three and living on a
spacious 750-acre farm in Peru, Ind.

Other giants of the musical theater weren't even
around yet. It was less than a year before Lorenz Hart
and Oscar Hammerstein II would be born . . . four
years before the births of George Gershwin and Vin-
cent Youmans . . . eight before Richard Rodgers . . .
10 before Frederick Loewe and 24 before Alan
Jay Lerner . . . and “Hello, Dolly’s” Jerry Herman
would not emerge until 38 years later.

In 1894 the Broadway musical as we know it
today was also yet unborn. The theatrical offerings
then on view along the Great White Way consisted
mainly of Gilbert and Sullivan revivals, a few importa-
tions from London, the first attempt at a revue, called
“The Passing Show,” and the return of the flukey hit,
“A Trip to Chinatown.” If Billboard is a youthful
septuagenarian today our musical stage must be con-
sidered little more than a toddler. Actually, the true
beginnings of the modern Broadway musical are less
than 40 years old, dating back roughly to the decade
between the Wall Street crash and the outbreak of
World War II.

Maybe it was the influence of the depression.
Maybe it was the darkening world situation. Maybe
it was Fiorello in City Hall and FDR in the White
House, or the repeal of Prohibition, or the competition
of Bing on the radio and Garbo talking on the silver
screen. Whatever, the cause, it was during the Thirties
that our musicals turned the corner, fully determined
to bend, if not break, the timeworn mold of song-and-
dance entertainments.

Breakthrough

There had been a few pioneering efforts, of course,
during the Twenties—“Show Boat” being the most
notable example—but people went to musicals at that
time mainly for great songs, great clowns, pretty girls
and fancy footwork. By the turn of the decade, how-
ever, creative talents were looking beyond the quick
laugh and the fast buck. The first major breakthrough
came in 1931. “Of Thee I Sing” had . . . well, it had
great songs, great clowns, pretty girls and fancy foot-
work. But it did have something else.

It had an idea.

An adult, satirical idea about our government and
the improbable way it was being run. Along the way
it also took swipes at political campaigns, beauty
contests, motherhood, and the Supreme Court. Like
the previous season's ‘Strike Up the Band,” to which
it was an obvious successor, it also had Gershwin
tunes and a Kaufman and Ryskind book. And it
worked. Worked so well that when the Pulitzer Prize
judges assembled that year, they awarded it the palm
not merely for being the best musical, but for being
the best play.

That did it. Satirical musicals were in. There was a
sequel, “Let 'Em Eat Cake,” not so funny and not so
hot. There was “Face the Music,” which had Irving
Berlin and Moss Hart going after such topics as the
depression, politics, high society, and even musical
comedy itself. There was another Berlin-Hart effort,
“As Thousands Cheer,” that used the format of a daily
newspaper to let loose on matters newsworthy, gos-
sipy, theatrical, meteorological, and, in the song “Sup-
per Time,” even tragic. Then in 1937, the satirical
musical took aim at its ultimate target, Franklin D.
Roosevelt, in “I'd Rather Be Right,” by Rodgers &
Hart and Kaufman & Hart. For the first time in a
book musical, national leaders were being impersonated
and identified by name, an occasion that prompted
many an editorial writer to comment on the unique
freedom then enjoyed in the American theater.

Social Significance

“Sing me a song with social significance,” pleaded
the earnest girl to her ardent swain in Harold Rome’s
labor revue called “Pins and Needles.” By the second
half of the decade others were echoing the same theme.
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Thelrue Begiiings

By STANLEY GREEN

The arrival of ‘“Showboat,” cne of the first musicals to break with old traditions.

The season of 1937-'38 saw, in addition to “I"d Rather
Be Right” and “Pins and Needles,” the anti-war “Hoo-
ray for What!” in which Ed Wynn’s laughing gas
saved the world from destruction, and the militantly
anti-capitalistic “The Cradle Will Rock,” by Marc
Blitzstein.

Of all the writers of the period, however, the most
restless innovator was Kurt Weill, whose “Threepenny
Opera” (with Bertolt Brecht) was first produced on
Broadway in 1933—at about the same time the com-
poser himself was escaping from Nazi Germany. Once
in New York, Weill was devoted to creating a musical
theater that would not only have something to sing
but something to say about the world in which he lived.
His first American work, “Johnny Johnson,” written
with Paul Green, was a fantasy about the follies of
war, and his second venture, “Knickerbocker Holiday,”
written with Maxwell Anderson, set to music the most
significant struggle of the tuime, democracy versus dicta-
torship.

Form as well as content was changing during the
Thirties. Instead of offering little more than tasteless
opulence, the revues of the decade, sparked by those
two Dietz & Schwartz sparklers, “Three’s a Crowd”

75th Anniversary Section

and “The Band Wagon,” achieved new standards of
artistry and sophistication. To replace heavily mounted
artificial operettas, Jerome Kern, first with Otto Har-
bach on “The Cat and the Fiddle” and then with Oscar
Hammerstein on “Music in the Air,” conceived a
modern form of operetta that was contemporary and
believable, with stories completely dependent upon
their scores. As for dance routines, long arbitrarily
inserted simply as applause-catchers, George Balanchine
in “On Your Toes™ paved the way for their use as an
intergral part of a musical comedy plot. The decade
also found both form and content given new direction
with two memorable Broadway operas: “Four Saints
in Three Acts,” the Gertrude Stein-Virgil Thomson
surrealistic view of heaven, and the monumental saga,
“Porgy and Bess,” by the Gershwin brothers and DuBose
Heyward.

These were the musicals that made the difference.
That set the pattern for the future. My fearless hunch
is that this will still hold true when Billboard light its
birthday candles 75 years from now.

Stanley Green, historian of the American musical
theater, is the author of “The American Musical Com-
edy Theater.”
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Origin Of The Species

By DAVE DEXTER, JR.

ALAN COURTNEY, one of New York's earliest disk jockeys, of WOV
when it was a Bulova station. He is shown with Jimmie Lunceford,
left, and Billy Eckstine, both bandleaders, in 1947, shortly before
Lunceford died of food poisoning in Oregon. Courtney’s ratings
were second to Martin Block’s in early evening time.

Yes, Virginia, there really was a time when a record
could make it big without help from disk jockeys.

But you have to go back to the early 1930’ to
prove it.

Times were bad. Families somehow preferred food
to entertainment. From the peak year (1927) of 130,-
000.000 shellac 78 rpm plates, most of them imprinted
with the Columbia, Victor, Vocalion, Okeh and Bruns-
wick labels, sales in the dark depression year of 1932
fell to a dismal 8,000,000 copies for the entire in-
dustry. Ruth Etting, Guy Lombardo and Bing Crosby
enjoyed smash hits with occasional, infrequent per-
formances that got up to 15,000 sales. They were the
all-powerful “heavy” artists of their time.

Throughout those gloomy years, consumers bought
the song. Who played or sang it wasn't as important
to them as the music and lyrics they enjoyed as their
family unit sat in the living room listening to the top-
rated radio shows every evening. Eddie Cantor, Kate
Smith, Ed (The Texaco Fire Chief) Wynn, Georgic
Price, Phil Baker, Joe Penner, Fred Allen, Rudy Vallce,
Jack Benny, Manhattan Merry-Go-Round, Georgie
Jessel-——most were comedians who featured big studio
orchestras and vocal quartets. You heard “Say It Isn't
So” and “Dancing in the Dark” several times during a
music pub’s drive weck and, finances permitting, you
stopped off and picked up a record at a music store.
Few cared who performed it. Only the song mattered.

Motion pictures were as potent as the big radio webs
in exposing new pop music to the masses. Vitaphone
dominated the musical flicks for years with its memo-
rable Dick Powell, Ruby Kceler and Al Jolson produc-
tions. Later, Vitaphone became Warner Brothers. MGM,
Fox, Puramount, Columbia and Universal fell into step.
Check the hit lists through the “30s and there is no doubt
about it. Most of the glittering standards emanated from
Hollywood's sound stages.

Audiences watched Ginger Rogers and Fred Astaire

356

dance on the broad wing of a giant airliner in “Flying
Down to Rio” and were impelied to buy a disk of “The
Carioca.” There were perhaps three or four versions.
Yet therc was not any specific hit on the song.

Top Writers

All the top writers worked out of Hollywood. Kern,
Arlen, Porter, the Gershwins, Berlin, Warren, Revel.
Carmichacl, Mercer, Gordon, Burke. Coslow, Johnson,
Ruby, McHugh, Van Hcusen. Rainger, Robin, Dubin,
Dictz, Schwartz, Monaco, Fields, Young, Washington,
Whiting, Donaldson, Freed, Kalmar and even Richard
Rodgers, who cleffed for a single film and hustled back
to Manhattan determined to assiduously avoid the
palmy. half-speed climate of the film factories forever.
He made good his vow. He never composed another
melody strictly for motion pictures again, although
dozens of his classic New York tunes have been fea-
tured, ol course, on soundtracks since.

As times improved, so did the record business.

The big band came in. And with the bands came
the jukes, the bulky, coin-operated mechanical boxes
that glowed with wildly radiant neon and flashing
bulbs and scratched out six plays of a shellac platter
for a quarter.

Up until May 1, 1942, when the government banned
the making of jukes, the industry was turning out about
50,000 annually and reaping a gross of $15,500.000.
Three of the four manufacturers, Mills, Rock-Ola and
Seeburg, were located in Chicago. The fourth, Wurlitzer.
was based in North Tonawanda, N.Y. The first coin-
operated phonograph was made in 1908 (capacity: cight
records) by J. P. Sceburg.

By World War 11, Billboard estimated the number
of jukes to be in active operation at 450,000 units.

Those who operated them were a during. gambling
breed.

They were men who paid little attention to radio.
Instead, they relied on their ears, their instincts and
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AUTHOR DEXTER, left, when he worked on KFWB in 1946, with fellow
California disk jockeys, left to right, Al Jarvis (KFWB), Ira Cook (KMPC),
Gene Norman (KLAC) and Peter Potter (KFWB)—all Los Angeles stations.
Only Cook, still on KMPC, is active at the microphone.

AL JARVIS, creator of “Make
Believe Ballroom.”

their indisputable knowledge of customers along their
routes.

Bill Chayne in Miami, C. Aubrey Gibson in Des
Moines, Jack Moloney. Fort Worth; Charlie Engelman
in New York City, along with his brothers Sam and
Gil Engelman; Billy Paradise, Spokane; Joe Hanna,
Woonsocket; Norm  Pearlstein, Boston; Aaron Folb,
Baltimore: Lloyd Barrett, Oklahoma City; Al Cassell,
Los Angeles; Myron Lautman, Cleveland; Ed Clemons,
Detroit: M. M. (Doc) Berenson in Minncapolis and the
unforgettable Queen of the Denver jukes, Mrs. Milton
Pritts. are all remembered for their amazing prescience
in loading up with “unknown™ platters and watching
them become chart-busters.

Hundreds of artists. mostly bandleaders, got their
breaks via the coin machines. Less influential today
as the decade grinds to a stop, the nation's jukes in-
variably reflect the Top 40 of radio. But through the
30°s and '40’s they birthed uncounted hits.

Did we finally mention radio?

Enter Jarvis

It was strictly nocturnal network time that mattered
in the formative period of 1925-1935. There were about
a fourth as many AM stations in those days, and FM
was yet to be perfected. Daytime programs were, by
1970 standards. dull and repetitious. A solo pianist was
heard sporadically around the clock. Stuffy., pompous
staff announcers read the news from the daily press.
A singer might have his own hour, accompanied by
the solo pianist. Weather and livestock reports, farm
produce prices, fruit and citrus warnings, poetry read-
ings (!) and interminable lectures on cultural and
scientific subjects by boring local academic figures ate
up the clock from sign-on to dusk.

Records were played, too. The same staff spieler
who read poetry announced each disc solemnly, im-

(Continued on page 58)
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Disk Jockey:
Origin of the Species

e Continued from page 56

personally and formally enough to qualify as an adept
funeral director. The big favorites were “In a Persian
Garden™ and “Kiss Me Again.”

And then. when things were as bad as they could
ever get, at a time when Franklin Roosevelt closed
every bank in America and every city street corner
had its World War I veteran selling apples three for
a dime, along came the disk jockey.

Al Jarvis had migrated to Los Angeles from Canada.
He had worked in a bank, but few Canucks were mak-
ing deposits in that perilous panic period of the early
1930's. Al's voice was like the guy's next door when
he is yelling across the fence to borrow a wrench. Some-
how. the redhead from the far north persuaded KFWB
in Hollywood to put him on as “staff announcer.”

Jarvis liked music and he enjoyed records. He
gamely risked his steady salary of $15 a week right from
the start by gabbing, briefly, about the song he was
about to play and the artist who would be featured.
“Here's a swell new orchestra from England,” he might
ad lib. "It has a big sound like Paul Whiteman and
the leader is Jack Hylton. The song is a big success
in Germany and we think it will soon be up on the
Lucky Strike Hit Parade now that they’'ve put English
words to it. Let me know what you think of Jack
Hylton’s brand-new Victor recording of . . . ‘Just a
Gigolo." ™

Jarvis got his information about song and artists
from Billboard. Metronome and Variety. And as the
mail flowed in to KFWB he learned that none of his
colleagues ever read trade papers. “I told them I ac-
quired all those facts about musicians and songs up
in Canada.,” Jarvis laughs. By the time other “staff
announcers” began to emulate his chatty, friendly man-
ner at the mike, Al had launched his “Make Believe
Ballroom™ program. five and six hours a day, and
sponsors were waiting in line.

Block’s ‘Ballroom’

A young man who worked as a library assistant
and “gopher” boy at KFWB in those days abruptly
quit. moved to New York, and started his own version
of "Make Believe Ballroom” over WNEW. The late
Martin Block was to become a far more publicized—and
wealthicr—radio personality than Jarvis, but the origi-
nator never became bitter. “He was a bright guy who
had talent and determination,” Jarvis says today. Block
not only made millions at the mike, but he set up a
music publishing firm that was highly profitable. Years
later, Block returned to Hollywood to broadcast his
show over a national network (as did Paul Whiteman)
but neither he nor the corpulent bandleader attracted a
sizable audience. In New York, however, the suave,
persuasive Block was No. 1 in radio for nearly a quarter
of a century.

Jarvis is retired today, living in Orange County
near Disneyland, but he remembers the pioneering days
vividly.,

“"We bought our own records for seven or eight
vears.” he recalls. “Back in those days Fred Waring
had sued the radio industry for spinning his records
without making any payment to him, and every label
on every record specifically carried the warning that
the disk was not to be broadcast. And so I had to pur-
chase my own and gamble that the Supreme Court
would throw out the Waring case. Victor, Columbia
and the new Decca company never came near me with
product.”

Thus the jockey was born.

Gradually, other independent stations boosted their
listening audiences. Personalities in cities and towns
broke through and dominated their markets just as
did Jarvis and Block in theirs, Mighty RCA and Co-
lumbia, through their distributors, occasionally sent a
free box of records to selected stations. The Waring suit
was long forgotten by the start of World War II and
anything that spun at 78 rpm got on the nation’s turn-
tables. For now there was not only a crippling shellac
shortage, but AFM boss James Caesar Petrillo had
ordered all professional musicians to cease making
records of any kind as of midnight, July 30, 1942.

Radio had become vastly more popular with the war.
The stiff announcer faded away as singable, catchy
little musical jingles dominated the commercial sales
pitches. No longer did the housewife have to accept
poetry. a solo piano, farm reports and the station own-
er’'s son trying to imitate Bing Crosby. Hundreds of
record-spinning “jocks” took over the airwaves, and
the plates they chose to play were the ones—the only
ones—that became big, profitable sellers. From the
abysmal low of eight million records sold in 1932 the
graph had accclerated to an all-time high of 140 mil-
lion in 1942,

Capitol's chairman of the board, Glenn E. Wallichs,
today has an emphatic recollection of the rise of the
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MARTIN BLOCK, of New York's ‘“Make Believe Ballroom.”

Block Gave Deejay
Lesson No. One

The late Martin Block, one of the first of Ameri-
ca’s deejays, adamantly contended that a jock is
honor bound to serve his listeners by playing the
new releases “from the leading companies as well as
some of the smaller firms. The listener should hear
a bit about the record before it is played, then he
learns about the songwriters and the artist, and final-
ly,” Block said, “he hears the record itself.

“If the platter is a good one, the most effective
type of direct marketing has just taken place. And
sales are sure to reflect the airing of the disk,” Block
argued. And when did Block give those pointers?
Back in September 1942, as reported in Billboard.

jockey, and his overwhelming influence on the sale
of records.
Sample Records

“"We released our first product in the summer of
1942 Wallichs says, naming each song, each artist
and the numbers on the five disks. “At that time Co-
lumbia had revived the Okeh label, and Victor had
Glenn Miller and many other sizzling attractions on
its 35-cent Bluebird mark. Decca was a giant, although
only eight years old, Commodore, Blue Note, Liberty
Music Shop and Decca’s Brunswick were all swinging.
Capitol was fighting to stay alive. We couldn’t make
new masters and we were running out of shellac.

“And so we devised a personalized sample record
for about 50 of America’s most influential jockeys.
We typed up special labels with their names on both
sides, pressed them on expensive, lightweight, unbreak-
able vinylite compound and then had our limited em-
ployee force drive around and distribute each sample
personally.

“It was a service that created a sensation. We made
the jock a Big Man, an Important Guy, a VIP in the
industry. And we published a little newspaper in which
we ran their pictures and biographies.

“That was how it all started. Even Al Jarvis stopped
buying records for airplay. With the money he saved
he opened his own record store,” Wallichs grins.

WMCA, New York, featured Tiger Green. WOV
on Fifth Avenue got massive ratings with Alan Court-
ney. Martin Block maintained his leadership on WNEW.
There was Paul Brenner in Newark. Eddie Chase was
Mr. Big in Chicago. In Oakland it was Gene Norman.
Rush Hughes won national attention in St. Louis. Don
Otis, Hunter Hancock, Alex Cooper, Bill Ewing, Peter
Potter, Jean Ruth, Bill Kelso, Tom Hanlon, Joe Yocum,
Jack Bell and later, Ira Cook, all battled Jarvis for
listeners in the spread-out Los Angeles area.

In Chicago, Russ Salter on WIND pushed Chase.
And we wrote innumerable letters to Tedd Lawrence,
Stan Shaw, Bill Baldwin, Ralph Moffett, Leroy Miller,
Bob Perry, Wayne Ackley, Allen Stuart, Paul Roberts,
Steve Ellis, who later became a fight announcer; Ted
Lenz, who spun 915 records on a fatiguing 53-hour
“special” over San Francisco's KSAN; Harvey Hudson,
Art Ford, Wally King, Robert Q. Lewis, Jerry Lawrence,
Irwin Johnson, Harvey Boyd, Carl Bailey, Dave Miller
and Jim Crocker in Dallas. There were others of course.
How many of those charter jocks are still active in
radio today?

Transcriptions

There was still another valuable exploitation medium
for music in those distant days. Few will remember the
popularity of “electrical transcriptions.”

An ET was a monster disk, 16 inches in diameter,
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pressed on luxurious, lightweight vinylite. It embraced
a 30-minute radio program within itself and it featured
dance bands, singers, solo accordionists, string en-
sembles, Dixieland jazz combos—a variety of talent
of varying quality. Hundreds of radio stations paid a
monthly fee to subscribe to a transcription service that
supplied them with new pop tunes and a program
which was pre-canned; no announcer was necessary so
long as the big disc was spinning at the then-revolu-
tionary speed of 33 rpm.

Ben Selvin knows more about those now-forgotten
transcriptions than anyone alive.

“Most stations could not afford the orchestras and
production that went into the network radio shows
over CBS, Mutual and the NBC Red and Blue chains,”
Selvin says. “And so we supplied more than 300 sta-
tions with transcriptions that frequently—but not al-
ways—ifeatured the most popular bands and vocalists.

“I remember that some of the top artists made
transcriptions under phony names, because of their
contracts with record firms. Tommy Dorsey was Harvey
Tweed. Andre Kostelanetz was billed as Alexander
Karlin. Ray Noble became Reginald Norman. Dick
Himber was Ross Haywood. And Russ Morgan played
his wah-wah trombone as Rex Melbourne.”

Union scale for transcriptions was high in those
days, $18 an hour with the leader getting double,
Selvin recalls. A man named Singin’ Sam (Harry Frank-
cl) who was renowned on radio for his Barbasol shave
cream commercials, earned about $80,000 annually just
from his transcription work, and he flew into New York
from his Indiana farm twice a week to wax 40 songs.
Selvin, long the musical boss of Muzak in New York,
once paid a band singer, Joey Nash, $1,100 for one
day’s work.

The only hit record ever to be dubbed off an ET
was “Twelfth Street Rag” by Pee Wee Hunt, which
Lee Gillette produced and eventually (1948) issued on
Capitol. The Cap transcription service was short-lived
despite its roster of Hunt, Duke Ellington, the Gene
Krupa band and other highly regarded attractions,
Hunt’s single topped the million mark only four weeks
after release. But, as Gillette opines today, it was “one
in a million.”

Lang-Worth

Several other record companics eagerly entered the
transcription field, yet over the years they failed to
dent the leadership of Lang-Worth, a Madison avenue
firm hcaded by R. C. Wentworth, who employed Emile
Cote as his musical director. C. Lloyd Egner bossed
the NBC Radio & Recording division in Radio City
with Reg Thomas in charge of the music. World, later
purchased by Jack Kapp and Decca Records, was
still another Manhattan transcription company, bossed
by P. L. Deutsch. John M. Dunn was its music chief.
In California, the late Chick MacGregor, a nationally
famous Shriner potentate, regularly sent out trans-
criptions showcasing Red Nichols, Nat King Cole, Stan
Kenton, Anita O’Day and the zany Sextet From Hunger.

Gerald King and Don Allen enjoyed unquestioned
success with their Standard Radio service (featuring
the best David Rose music ever recorded) from quarters
on Hollywood boulevard in the film capital. And Sel-
vin himself, working closely with C. M. Finney in
Gotham, was long affiliated with Associated Music at
25 West 45th St.

Brilliant Past

For all Ris efforts and skill, the tireless Selvin
proved to be something less than a modern Nostradamus
when, in late 1942, he rashly predicted:

“The transcription industry has had a brilliant past,
but progress must not stop now. The future augers
even a brighter outlook as technical advances are made
both in recording and radio. The possibilities of FM
offer a new field for transcriptions. The war impeded
progress just as it did with television experimentation.
but the postwar world will see the continuation of prog-
ress that was halted at the outbreak of World War I1.”

And so the disk jockey killed off transcriptions.
He buried network radio. His ever-rising power turned
the jukes from hit-makers to meek little machines that
today offer only the music the local jockey ordains.
Not even television, with a rare exception, can affect
the nation’s music tastes. The jockey reigns on his throne
as all-knowing, all-powerful, every songwriter, every
singer, every musician who fights his way into a studio
must lie back and await the whim of the Top 40 Croesus
much as bleeding, exhausted gladiators pathetically
searched for a thumbs-up sign from an exalted Roman
emperor some 2,000 years back.

No matter that the jock studied animal husbandry
until last Friday, no matter that some of them eagerly
accept various forms of payola for their favors; no mat-
ter that the egotist blabbing his mouth over 250 or
50,000 watts doesn’t know a Fender from a fender; no
matter that he assumes Jethro Tull is the half-witted
comic on the “Beverly Hillbillies” CBS sitcom series.

The jock rules the roost. He is unbeatable. He is,
in short, the Czar of the World’s Entertainment as the
suck-'em-up ’'60’s slip away. Live with him or join
the Merchant Marine. That's the way it is and will be
until smarter men devise something better, Virginia.
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FROM FILM ““A Song Is Born,”* left to right, Charlie Barnet, Tommy Dorsey, Benny Goodman,

Lovis Armstrong and Lionel Hampton.

BENNY GOODMAN, King of Swing, 1948.

GLEN GRAY, right, with Sonny Durham, Casa
Loma band trumpet and trombone soloist.

LAWRENCE WELK, Champagne
music king, 1939.

ARTIE SHAW, bandleader, writer, 1940,

EDWARD KENNEDY, '‘Duke’ Ellington, 1945,

COUNT BASIE with singer Lena JIMMY DORSEY on “"Navy Bulletin
Horne, a radio broadcast, 1947. Board'’ program.

WOODY HERMAN with daughter ingrid, now married, 194%.

BOB CROSBY, right, with tenor saxist Eddie Miller, 1939.

wood, 1942,

1935-1945

GLENN MIILER, Sammy Kaye, and Harry James in Holly- Mr. and Mrs. GUY LOMBARDO, 1943.

Six Brass, Five Reeds, Rhythm

DG BAND ERA

Like the Roman cmpire, the Big Band Era started
slowly, expanded spectacularly and expired inconspic-
uously. Few were aware it had died.

It lasted about 10 ycurs, 1935 through 1945, give
or take a year or so. Some say it was the most exciting,
most productive period in the history of American
music.

And there are those today, musicians, singers, ar-
rangers, music publishers, record producers, disk collec-
tors and plain old finger-snappin® fans, who are sure the
big bands will come back loud and strong.

Who were the immortals of that noisy  frenctic 10-
year period?

One was a modest trombone player from Colorado
who frequently said his arranging skills far outshone his
ability to blow. Glenn Miller was Numter One for a
time (1939-42) and he died in an army uniform flying
across the Fnglish chunnel just a few days before Christ-
mas in 1944, His body was never found.

Benny Goodman also was ‘Fop Man for several
years, blowing great, almost unbelievable solo clarinet
against reed, brass and rhythm sections that borrowed
heavily from Fletcher Henderson's driving black band
to achieve a jazz-flavored sound that no other white
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BY DAVE DEXTER, JR.

ensemble ever seemed to make.

There were Duke FEllington, Count Basie, the late
Jimmie Lunceford (who died after cating poisoned chili
con carne in 1947 on an Oregon one-night stand). Andy
Kirk, Benny Carter. Earl Hines. Louis  Armstrong
(fronting an orchestra that was as dull as his trumpet
was brilliant), Claude Hopkins, Chick Webb and his in-
comparable voculist, Ella Fitzgerald: Artic Show, Red
Norvo, Bob Crosby, Harry James, Gene Krupa, Jan
Savitt, Stan  Kenton, Charlie Barnet, Jimmy Dorscy.
Tommy Dorsey. Erskine Hawkins, Tony Pastor. les
Brown., Woody Herman, Mal Hallet, Claude Thornhill,
Larry Clinton. Ben Pollack, Lionel Hampton, Bob Ches-
ter, Cab Calloway and Glen Gray's Casa Lomans.

Those were the “swing™ bands. They all jumped.
They all made records that sound good today. They all
sold profitably, in the big theaters, in ballrooms back
in the days when thousands of young men and their
birds danced check-to-cheek, in hotel dining rooms and
on disks.

Then there were the “sweet™ bands.

They emphasized showmanship, and vocals by gor-
geous chieks and handsome boys with slick, oiled-down
hair. Some of the best were led by Hal Kemp, Freddy
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Martin. Richard Himber. Russ Morgan, Kuayv Kyser,
Abe Lyman. Ben Bernie. Eddy Duchin, Frankic Carle.
Horace Heidt. Dick Jurgens. Wayne King. Lefty Joe
Sanders. Clvde McCoy. Jan Guarber, Frankic Masters,
Alvino Rey. Sammy Kaye. Biue Barron. Guy Lombardo.
Isham Jones, Orrin Tucker, Noble Sissle. Mitch Ayres.
Xavier Cugat. Ted Weems. Charlie Spivak. Al Donahue,
Will Osborne and Shep Fields.

And thev. too. were winners where it counts
boxoffice and on records.

Many ot those men arc gone now. The Dorseys died
a year apart., Tommy choking after a meal and
Jimmy a victim of cancer. Webb, Savitt, Pastor, Gray
Henderson. Kemp. Himber, Bernie. Duchin,  Ayres,
Weems—gone but not forgotten, like the period in
which they all flourished together,

Dead. too. is the portly. personable Paul Whiteman,
who more than any other musician launched the Big
Band movement far back in the turbulent “twenties. His
“Whispering™ and “Three o'Clock in the Morning”
plates sold more than a million at a time when a hit was
pegged at 25.000 copies. And although his music never
truly entitled him to wear his much-publicized “King of
Juzz” crown, Whiteman was wise enough to later em-
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KAY STARR, first Capitol ses-
sion after leaving Charlie Bar- band.
net in 1945.

ploy Bix Biederbecke, the Dorseys, Frank Trumbauer,
Jack Teagarden, Charlie Strickfadden, Ross Gorman and
Bing Crosby, the better to bolster his band’s musician-
ship.

Whiteman’s appeal to the masses brought on the
others. And instead of Americans buying records by the
Happiness Boys, the Two Black Crows, the Silver
Masked Tenor and Gene Austin, suddenly the bands
were the rage.

The Remotes

Broadcasts (they were called the “remotes” and
“wires™) from the nation’s plush terp palaces became as
popular as Top 40 jocks are today—perhaps more so—
because there was no television to attract the majority
of a wildly hooked and devoted audience. Some of the
maestri with persuasive, hard-selling agents landed
commercial radio shows. Lombardo peddled Robert
Burns cigars, Tommy Dorsey swung for Brown & Wil-
liamson cigarctte brands, Wayne King was on for Lady
Esther cosmetics, Artie Shaw had Old Golds as a spon-
sor, L.ucky Strikes paid for Kay Kyser, the Casa Lomans
and Goodman (and later Bob Crosby) shared Camels,
Chesterficlds “owned” the tragic Miller’s music and a
hair tonic distiller picked up the tab for a madly swing-
ing Woody Herman Herd.

The big money, the fat profits, were made out on the
periolius highways on onz-nighters. By today’s standards
the guarantees were pathetically meager, but the top
bands regularly came off a four-hour job with $1,500 to
$7,500 for the evening. Equally as rewarding was meet-
ing the fans.in person. They went out the next morning
and bought records, records that were made of shellac
compound, easily broken and designed tc revolve at
78 rpm for no more- than 3:30 minutes a side.

The late Helen Miller, Glenn’s widow, is said to
have received in excess of $750,000 in disk royalities in
the 15 years that followed her husband’s death. Artie
Shaw and Benny Goodman are still paid for masters they
cut 30 and 35 years ago,.but they are exceptions. Do you
know anyone who has recently purchased long-playing
reissues of classic performances by Barnet or Brown or
Kaye or the impeccably attired Kemp?

The Trademark

Each band had its unique “style” or “trademark”
based on either vocal or instrumental innovations. Kyser,
Kaye and Barron all introduced each song with a brief
vocal interlude. Henry Busse and Jan Savitt used a tricky
“shuffle”™ beat, and argued about who was first to intro-
duce it. Gray Gordon emphasized a tick-tock sound at
the start.of each number. Shep Fields blew his breath
into a small water-filled fishbowl to achieve a “rippling
rhythm™ effect.

Lawrence Welk came along late. His “champagne
bubbles” became a  trademark after years of working
through the Middle West as a polka band. Ted Lewis,
Phil Harris and Ben Bernie “talked” their vocals. Ted
Weems constantly featured the whistling of Elmo Tan-
ner.

But equally identifiable were the singers. Without
Helen Ward and Martha Tilton, even the illustrious
Goodman may not have enjoyed the overwhelmmg suc-
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KITTY KALLEN, in 1939 with the late Jack Teagarden's

HELEN O‘CONNELL, Jimmy Dorsey's singer, 1940.

PEGGY LEE, with Benny Goodman before turning
solo.

cess that came his way. Later, Peggy Lee and Helen
Forrzst served him well as “canaries.” Bob Eberly and
Helen O'Connzll, strikingly handsome, proved major
J. Dorsey assets and their singing unquestionably gave
the elder Dorsey his string of smash singles, “Amapola,”
“Green Eyes,” “Tangerine,” “Maria Elena” and “Yours”
among them, Doris Day with Les Brown, Ginny Simms
with Kyser, the King Sisters with Horace Heidt, Orrin
Tucker’'s wee Bonnie Baker, Perry Como with Ted
Weems, Helen Forrest with Artie Shaw and Harry James
as well as Goodman, Pha Terrell with Andy Kirk, Herb
Jeffries with Duke Ellington, Sarah Vaughan and Billy
Eckstine with Farl Hines: Stan Kenton's Anita O'Day,
who also worked for a time with Gene Krupa; Rosie
Clooney with Tony Pastor and Glenn Miller’s shrewd
combining of Ray Eberle, Marion Hutton and the Mod-
ernaires—these talents were all part and parcel of an era
that somechow never fades from memory.

The Dedicated

There were crafty, dedicated men behind the bands
then just as there are scores of capable personal manag-
ers flying about today, energetically directing the rock
groups. Tom Rockwell, Joe Glaser, Jules and Bill Stein,
Mike Nidorf (who changed the name of the powerful
General Amusement Corp. after a trade paper referred
to it as General Abusement Corp.). Moe Gale, Harold
Oxley, the Shribmans, Arthur Michaud, Billy Burton,
John Gluskin, Carlos Gastel, Willard Alexander, Char-
lie Green—names that flash through one’s mind and
swiftly stop at a dead end. Few are still active as 1970
rushes in.

Records, fragile though they were, were equally as
vital to the performer in the 1935-1945 period as they
are today.

Juck and Dave Kapp pumped life into a dying in-
dustry in 1934 when they quit Brunswick and, with the
help of British money, formed Decca. They came out
with Crosby, lLombardo and a dozen other 21l-karat
names on disks that seld for three for a dollar instead
of the prevailing 75-cent tag. Bob Stephens and Dick
Voynow helped- Decca climb into top position as a&r
producers, working closely with the Kapp brothers and
company-owned sales branches.

Leonard Joy and Nat Shilkret (and for a time, Eli
Oberstein) bossed most of the Victor creative work.
Columbia had John Hammond (still there!) along with
Joc Higgins, Goddard Leiberson and later, Manice Sachs,
up from Philly and Station WCAU. If you had a song
to show, or an idea for an album, or a pitch in behalf
of a band you wanted to see making records, you
caled them up and got a quick. courteous answer. Pro-
ducers never ducked a telephone, to our knowledge.
They swiftly returned calls. And more often than not
they asked you to swing by their offices and rap about
records.

Every label serviced disk reviewers regularly. Maga-
zine and newspaper columns were highly valued through
the 1930s, long before the Age of Aquarius and King
Decjay.

There were record buyers who specialized in ob-
taining just one band; they tried to go back to the first
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ANITA O'DAY, sprang to fame with Gene Krupa, 1941,

BOB EBERLY, male vocalist with Jimmy Dorsey, HELEN FORREST, with the
941. Harry James orchestra, 1943.

PERRY COMO, as a member of the
Ted Weems orchestra.

shellacs and possess “mint” copies of every one recorded
since. Others preferred instrumentals only. A consider-
able segment of the market looked for orchestra theme
songs. and an old Bennie Moten “It's Hard to Laugh
or Smile” Victor was generally worth two Kay Kyser
“Thinking of You" Brunswicks. Some hoarded black
bands only. There was interest in the big British ag-
gregations like Hylton, Ambrose, Noble, Davis, Go-
nella and Cotton. We remember one fanatic, a dreadful
bore, who bought only waltzes. Another concentrated
exclusively on trumpet plavers, Nichols, Spanier, Stew-
art, Clayton. Cootie, Eldridge, Elman, James. Dunham,
Butterfield. Hackett and the like. Piano soloists also
had their supporters.
The Film World

Most every aggregation made movies in Hollywood,
and those that didn't could always grab a short two-
reel feature at Universal. Bands fought to play certain
“class™ locations like the New York Pennsylvania Hotel
and Paramount Theater; the Palomar and later, the
Palladium in Hollywood; the Sherman Panther room
in Chicago; Frank Daily’s Meadowbrook in New Jersey;
the Glen Island Casino outside New York City—dozens
of sites where coveted network remotes (as many as three
different broadcasts a night) built up future grosses on
the road.

In later years, long after the frost was off the
pumpkin, abortive attempts to click with orchestras
were made by Boyd Raeburn, Dizzy Gillespie, Billy
Eckstine, Quincy Jones and several others who came
in at the wrong time. Just recently, Drummer Buddy
Rich filed bankruptcy papers for more than $200,000
in debts. But to his credit, Rich kept plugging along
with his excellent crew of youngsters and, as a tired
old ’69 lay moribund awaiting a bright new decade,
only the Rich, Basie, Lombardo, Herman and Elling-
ton orchestras were left among the hundreds that once
performed full time the year round.

What killed off the bands?

Ask 19 surviving band fans and you’ll get 19 an-
swers, World War Il was a major factor. The draft
sucked up the sidemen. Gasoline was rationed. Girls
had few guys around to escort them to dances. Tires
for band buses were unavailable. Trains were crowded
with military men and equipment.

And at war’s end, music changed radically. A dar-
ing covey of New York musicians began experimenting
with a more complicated, unmelodic music that led into
the much-lamented “bebop” period. Young musicians
adopted the innovative sounds quickly, but none of the
big orchestras built around the adventurous but mystical
“progressive” sounds met with permanent success either
on records or in person.

Louis Armstrong listened to the big Gillespie and
Eckstine crews and shook his head. “That’s Chinese
music, man,” he grumbled. “Who can dig it?” He was
right. 1f the war hadn’t stopped the bands, “bebop™ did.
And so, the wheel turned again as the 1940s ran out.
Just around the corner, the era of the Solo Singers was
moving swiftly into view,

And that's another story.
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BING CROSBY in his Kraft Music Hall days with
humorist Robert Benchley.

rd

JO STAFFORD recording in Holly-
wood, 1943.

iy

MILDRED BAILEY with Paul Whiteman, taken when she was with
the band in 1937.

% 48 P s
BILLIE HOLIDAY with Louis
Armstrong, a publicity shot
for the film, ‘““New Orleans,”
which was one of Lady Day’'s
rare film appearances.

This Could Be The Start of Something — Solo

The Time: 1945,

What’s happening with the big bands? Suddenly their records are fading
from the charts. Many are breaking up. World War II is over. You look
around to see what’s happening.

The singers are coming on big.

It’s the death of an era and the start of something new.

Thousands of musicians are home from military service, but they are
learning that sidemen jobs are scarce. Girl singers with whom they worked
at the time of Pearl Harbor are doing single acts and cutting solo records.

Jo Stafford seems the ideal “for instance.” Long just a member of the
corps of singers in Tommy Dorsey’s popular orchestra, she’s now the star of
the Chesterfield radio stanza and a top seller for Capitol. She beats Billie
Holiday out as the nation’s most popular female singer in Down Beat’s an-
nual poll.

Bing Crosby still rates as the top male. A favorite in films (his priest
role in “Going My Way” brought him an Oscar as best actor in 1944) the
balding, amiable Groaner is 42 and a veteran of the Paul Whiteman and Gus
Arnheim orchestras. His weekly Kraft Music Hall radio show, a variety
program, insures him potent exploitation for his Decca shellacs.

Right on Crosby’s heels in 1945 are 11 former band vocalists. Frank
Sinatra is an alumnus of the Harry James and Tommy Dorsey units, and like
Bing, boasts his own radio show and an enviable Columbia disk contract.
Dick Haymes also has sung with Harry James and is being lionized in star-
ring parts in a series of 20th Century-Fox musicals with June Haver and
Betty Grable.

Haymes, an American born in South America, is tied with Decca and
coming off smashes like “You’ll Never Know” and “Little White Lies.” His
wife is sex goddess Rita Hayworth.

Perry Como rates about fourth in 1945. Fresh from a stint with Ted
Weems’ orchestra, the Pennsylvania baritone who worked for a brief time as
a barber is about to come a brilliant satellite on Victor, and with his own
commercial series for Chesterfield.

Andy Russell has a legion of fans, too, as a result of his unique singing
in Spanish and English on Capitol. He is to take over the Lucky Strike pro-
gram. Andy has played drums in both the Alvino Rey and Gus Arnheim
bands.

Johnny Desmond is fresh out of his Air Corps uniform, and making loud
noises on disks and guest shots on the big webs, He is a Gene Krupa band
alumnus with a background of singing in Europe with the late Glenn Miller’s
unit. Bob Eberly, too, has just resumed civilian life after an endless stretch
in khaki. He is still popular from his Jimmy Dorsey days—and his ducts
with Helen O’Connell—and many in the pop music profession tag Eb as the
“next No. 1 boy.”

Johnny Mecrcer, far better known as a gifted and prolific lyricist, is en-
joying a remarkable string of hit disks as a singer. Like Crosby a one-time
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Whiteman vocalist, his soft Savannah accent and superb material (and Paul
Weston’s ingenious accompaniment) elevates Mercer into the upper echelons
of radio, platters and even live stage shows. Oddly, he is the youthful, in-
gratiating president of the booming Capitol waxworks in Hollywood.

Ray Eberle

Ray Eberle, younger brother of Bob although they stubbornly spell their
name differently, has been canned by Glenn Miller in Chicago because he
arrived at band rehearsals on time infrequently. Now he is out on his own.
Herb Jeffries has graduated from the Duke Ellington organization with a
king-sized Victor hit called “Flamingo.” He chooses Hollywood as his base
and starts recording for Leon Rene’s infant Exclusive label.

Still another Tommy Dorsey grad, Jack Leonard, has paid his dues in
full in the army and is seeking a career on his own. Dick Todd is another.
Phil Brito from the Al Donahue group sings in ltalian as well as Russell does
in Spanish, and for a time it appears that he will push Crosby, Sinatra, et al.
Johnnie Johnston is a Paramount Pictures singing star (it was he, not Billy
Daniels, who introduced “That Old Black Magic” in a wartime film musical)
who possesses looks, voice, poise, wardrobe, a movie star wife in Kathryn
Grayson, personality and the best touch with a pool cue and bowling ball we
have ever witnessed. Yet Johnnie somehow cannot get out of the starting
blocks. Last we heard, the multi-talented blond is announcing bowling
matches on television.

And so the masculine side of the parade marched along as the Big Band
Era, sadly, slipped away into history. There were still a jillion bands in 1945
but it was never the same. Look over the men singers with them: Stuart
Foster, Buddy Stewart, Al Hibbler, Jimmy Rushing, Gene Howard, Buddy
DeVito, Jim Saunders, Bob Anthony, Billy Usher, Harry Babbitt, Frankie
Lester, Skip Nelson, Billy Williams, Buddy Moreno and Tony Dexter. Rec-
ognize them today?

The girls? Ah, now there’s the diffcrence, then as now.

Jo Stafford ruled, abetted mightily by expert counscling on songs and
accompaniment by the Dartmouth Phi Beta Kappa she would soon wed, Paul
Weston. Lady Day (Billic Holiday) was past her peak. Yet her sometimes
broken, ragged, pitiable pipes seared your heart. She was fighting time—
and narcotics. When she died in 1959 she had exactly 70 cents. She was 44,

Dinah Shore (“Fannic From Tennessee” some fondly called her) had
sung only briefly with a band—Xavicr Cugat’s. And when her first record
with him came out on Columbia, the tiny credit on the label read, “Vocal
Chorus by Dinah Shaw.” But nothing sidctracked her. A driver, and in-
tensely ambitious, La Belle Dinah tromped the streets of New York until she
hooked on with a Sunday aftcrnoon sustaining (non-sponsored, poor-paying)
NBC program known as *“The Chamber Music Socicty of Lower Basin
Street.” That led to weekly broadeasts with Eddic Cantor. Then came chart-
making records, the best supper clubs and theaters, movies and her own

75th Anniversary Section DECEMBER 27, 1969, BILLBOARD



KAY STARR—a film still in 1950 DORIS DAY,

from ‘““When You’re Smiling.”

radio and TV shows. No girl singer has earned more money than Dinah.
And she is an unbeatable tennis player as well.

Dinah will be a grandmother in 1970.

Peggy Lee

Peggy Lee (Norma Egstrom) was singing in the Pomp Room in Chicago
just 30 years ago when Benny Goodman dug-her looks, her sound and her
potential with his phenomenal dance band. Peggy was, well, simply hopeless
at first. Somehow she lacked confidence and ease at the mike; her short-
comings are still audible on her early Columbia pressings with Goodman’s
sextet and full ensemble.

But after a couple of years and a 1,000 one-nighters, Peggy put it all
together with a remake of a raunchy old Lil Green novelty, *“Why Don’t You
Do Right?” It long ago hit the million mark. Marriage to the late David
Barbour, Goodman’s guitarist, the birth of a daughter and retirement in
Hollywood followed. In 1943, when the Petrillo ban on making records
ended, Peg came back at our urging, resumed her recording chores and has
swung like a gracious blonde pendulum since.

Her recent “Is That All There Is?” got her back in the charts where she
belongs.

There were more. Ella Fitzgerald from the late Chick Webb’s orches-
tra. Helen Forrest, who made hit discs with Shaw, Goodman and James.
Kitty Kallen, the Irish lass from Philly, out of Jack Teagarden’s excellent
band. Martha Tilton, Lena Horne, Mildred Bailey. From the Goodman,
Charlie Barnet and Paul Whiteman units. Mildred stands today as the purest,
most talented white singer of them all, and her old Brunswick and Vocalion
masters (reissued recently by Columbia) confirm her genius. Like Lady Day,
she died young at 44.

Pearl Bailey was just getting started in 1945. Kay Starr, a husky, folksey
Indian from Oklahoma-Texas reservations, likewise, was branching out from
her drab, tiring singing spot in the Joe Venuti and Charlie Barnet bands. We
produced her first solo records using Nat King Cole, Coleman Hawkins,
Benny Carter, John Kirby, Buster Bailey and other pretty fair sidemen; when
her daughter was up and walking around at seven months, Kay considered
it no special achievement. “She’s an Indian,” Kay snorted.

From the bands came more who were destined for stardom.

Marion Hutton with Glenn Miller, Margaret Whiting, whose father
Dick was an incredibly talented songwriter; Kay Kyser's brunette Ginny
Simms; Georgia Gibbs, from the obscure Hudson & DeLange crew; Helen
O’Connell, Jimmy Dorsey’s glamorous Ohio oriole, who still is active; Con-
nie Haines from Tommy Dorsey, Benny Carter’s Savannah (“Hurry, Hurry”)
Churchill, Betty Hutton, once a dynamic act with Vincent Lopez; Eugenie
Baird, Ella Mae Morse, Eileen Barton, Connie Boswell, Sarah Vaughan,
Monica Lewis, Thelma Carpenter—they all pulled votes in the 1945 popu-
larity polls.

Success breeds success. That’s a cliche that is only sporadically true.
But from their chairs on the bandstands with the orchestras of Stan Kenton,
Les Brown, Woody Herman, Lionel Hampton and Gene Krupa, girls like
June Christy, Doris Day, Frances Wayne, Dinah Washington and Anita
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shown in 1948 in
NBC’s “Your Hit Parade.”

FRANK SINATRA, in 1943 in Holly-
wood, after leaving Tommy Dorsey’s
band.
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MARGARET WHITING, the “It Might
As Well Be Spring’’ girl in 1946.
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DINAH SHORE—taken in 1946.

(O’Day saw the trend clearly. Soon they, too, were out on the canary circuit
as hopeful singles.
Noisy World

Doris, who turned to music only because she had to quit dancing because
of a fractured leg, hit solidly in pictures and later became the undisputed
rumber one femme box-office star. Her son Terry (by trombonist Al Jorden)
row ranks as a prominent record producer in Hollywood. He also assists in
producing the CBS-TV “Doris Day Show’ which, last time we checked the
Nielsens, had shot up to 10th place in popularity.

It was a noisy world of singers. They dominated the charts, movies, live
radio broadcasts, disk jockey turntables and “in person” appearances in thea-
ters and niteries.

The Forties faded. And now Tony Bennett, Rosemary Clooney, Johnny
Fay, Teresa Brewer, Frankie Laine, Fran Warren, Eileen Barton, Vic
Damone, Eddy Howard, Patti Page and even the older vets like Tony Martin,
Phil Harris and Dennis Day popped with smash singles. Eddy Arnold, Hank
Williams, Jimmy Wakely (via his hit duets with Margaret Whiting) and
Tennessee Ernie Ford all broke out spectacularly—Ilike a Travis Williams
kickoff return—to bridge the long-standing, inviolate gap between country
and pop.

And perking along under the surface were artists like Ivory Jo Hunter,
Earl Bostic, Jimmy Witherspoon, Joe Liggins, Fats Domino and Bull Moose
Jackson, men who were ignored as obscure rhythm and blues people with
miniscule appeal.

A number of inquisitive high school and college youngsters, however,
found their earthy, simple, blues-oriented music fascinating. And here and
there, a daring disk jockey might give a spin to an “Almost Lost My Mind”
or a “No Rollin’ Blues” single just for the hell of it.

Time changes everything. It inexorably changed the course of pop
music by the mid-1950’s. The time of the singers, the pop singers with their
sentimental ballads and silken string sections, was nearing an end just as the
period of the big bands’ dominance had died out in the previous decade.
Both eras, peculiarly, roughly lasted 10 years.

Simple? Unsophisticated? Crude, perhaps? Rhythm and blues was all
that. But it was unpretentious and intriguing, too, and fresh to the ears of
the teen-aged record buyers who chose realistic lyrics about an empty bed
over sophomoric moon-june-baboon rhymes. The field was wide open for
Bill Haley’s clock-rockin’ classic, and when a shockingly handsome, virile,
showmanly kid named Presley stormed out of Memphis with his guitar, the
massive new juvenile audience accepted him ecstatically.

A whole new thing was happening again. King Presley swiftly led the
way into an astounding, indefinable conglomerate of country, rhythm and
blues and pounding rock, and the fusion tripled the music business’ affluence
the world over.

That was 15 years back, and now 1970 looms dead ahead. Will the
cycle—already five years late—abruptly turn again to a music that even now
may be barely bubbling inconspicuously underground? Could be. Pondering
unanswerable questions like that is what keeps most of us from jumping over
to the grocery business.
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UNITED STAT]Q
PATENT OFFICE

3,475,070

the only e
Saje way | ’

to serve tapes to
retail customers...

Okiahoma City, Okla., 73132
Filed Feb. 7, 1968, Ser. No. 703,719
Int. CI. A47¢ 96/00, 81/00; B6Sg 1/16
US. CL 312—117 11 Claims

ABSTRACT OF THE DISCLOSURE

A display case for mercantile items having a width of
about three inches or greater which comprises an enclo-
sure having an aperture through one surface thereof. The
aperture is large enough to admit a human hand and smali
enough to prevent withdrawal of the mercantile item
therethrough. The enclosure further defines a space which
is large enough to permit manipulation of the mercantile
item therein by hand introduced through the aperture.

AND NOW WE ARE BUILDING A NA.
TIONWIDE SALES ORGANIZATION! Are
you a manufacturers REP with contacts in the re-
tail and wholesale tape distribution business? This
is a natural for you!

THIS IS WHAT WE HAVE TO SELL! From
the U.S. Patent No. 3,475,070 . . . *. . . This in-
vention relates to display cases, and more particu-
larly, but not by way of limitation, to a display
case which permits examination of articles con-
tained therein, but prevents unauthorized removal
of the articles (tapes) from the display case . . .”

YOU MAY INQUIRE NOW about this fantas-
tic opportunity to get in on the ground floor of
the tape display business. Send us your full his-
tory in this business now, using the top form be-
low and your company letterhead. Virtually all
territories are now open!

PICK-A-TAPE Does It! The theft proof 4 and 8 track
cartridge retail tape merchandising system. More than a

display case-A complete self contained tape merchandiser!
PICK-A-TAPE is unique and patented.
- oy ; zm—
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YOU MAY ORDER PICK-A-TAPE DIS.
PLAYS NOW! Use the bottom form below or

send us your purchase order directly.

PICK-A-TAPE PRICING

Model CH-160 . 1 to 6 cases—$49.95 each

7 to 12 cases— 44.95 each
13 to 24 cases— 39.95 each
25 up cases -— 37.50 each
1 to 6 cases—$119.95 each
7 to 12 cases— 109.95 each
13 to 24 cases— 99.95 each

Model CH-322

.I ‘ 3 ‘\ ~
il v
But he can not remove the

The customer sees before

Insering his hand into the

him all Tapes in stock. And
he notices that PICK-A.
TAPE doors have circular

cut-out holes, he can handle
the tapes of his choice—
turn tapes over, and read

tapes from the case without
store personnel assistance.
The customer browses un-

25 up cases — 94.95 each

ALL PRICES FOB OKLAHOMA CITY PLANT

attended.

cut-outs, label listings.

PICK-A-TAPE REP ORGANIZATION

Attached is our resume of our current rep activities in
the tape music field.

Carefully controlled marketing studies for more than two years at TAPE TOWN retail outlets in Okla-
homa show that tapes displayed in PICK-A-TAPE merchandisers sell from 5 to 159 BETTER (and
faster!) than any other type of “safe” display system. PICK-A-TAPE eliminates tape thefts AND
increases tape sales!

Name
Organization . . .

Address . L
Gty . Zip. . State

8 <PICK-A-TAPE model CH-322 . . . a wood grained free
standing floor display that merchandises up to 322
stereo 4 or 8 track tapes, in complete safety! Handsome
styling enhances any : sre decor. Measures 33 inches
wide, 48 inches high and 24 inches deep. May be cus.
tom pedestal mounted for raised appearance, or back
mounted to wall. Prices start at §119.95, and go down in
quantity buys.

Telephone Number .

PICK-A-TAPE REPS

COMMUNICATION ELECTRONICS, INC.
P. O. Box 14100

Oklahoma City, Oklahoma 73114

T
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PICK-A-TAPE ORDER FORM

Please Send Model CH 160 displays at
g. each

Please Send
g coa each

Enclose full payment with order. FOB Oklahoma City.

Model CH 322 displays at

Name

completely self contained wall, shelf or counter mount-
ing tape with handsome wood grained exterior.Holds Firm

and sells up to 160 stereo 4 or 8 track tapes. Prices

A y Address
start at $49.95, and go down in quantity buys.

City } Zip State

PICK-A-TAPE SALES

COMMUNICATION ELECTRONICS, INC.
P.O. Box 14100

Oklahoma City, Oklahoma 73114

To order PICK-A-TAPE displays or ask for additional information, return coupon to right _9
PICK-A-TAPE Division COMMUNICATION ELECTRONICS, INC.
(Phone 405—848-2266)

J




ACHIEVEMENT

/
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Music Operators of America is a trade association now in its
21st year of service to the coin-operated music and amusement
industries. Which means that MOA, unlike most associations,
actually serves a number of industries.

In its growing family of members, associates and exhibitors
are—operators, distributors, one-stops, phonograph manufac-
turers, record manufacturers, amusement games manufacturers
and allied industries.

The annual Exposition sponsored by MOA is a growing inter-
national event which brings these industries together in an at-
mosphere of accomplishment and goodwill.

Music Operators of America numbers over 900 members and
we predict that it will reach a thousand before another year
passes. Achievement, we believe, means Service to the Member-
ship. Here are some of the ways in which MOA is serving the
membership:

Group Life Insurance Plan

Hospital Family Money Plan

Income Protection Plan

Variable Pension Plan

Income Tax and Social Security Manuals
Annual Membership Directory

Monthly Newsletter—the ‘‘Location”

X % % % % % % %

Public Relations Program—provides materials
for image-building presentations to civic, busi-
ness and social groups

*

Link lLetter—part of assistance program for
development of regional associations

*

Annual Exposition of Music and Amusement
Machines Exhibitors and Allied Industries—a
spectacular trade show drawing international
participation

v Annual Banquet and Stage Show of Recording
Artists

% JB Awards for Artist of the Year, Record of
the Year and Record Company of the Year

% Educational Seminars—held in conjunction with
the annual Exposition on a wide range of
subjects

THROUGH SERVICE
TO A
GROWING MEMBERSHIP

VICE PRESIDENTS

HARLAN WINGRAVE
€mporna, Kansas
THOMAS GRECO. JR
Glasco. New York
RUSSELL MAWDSLZY
Holyoke, Massachusetts
WILLIAM N ANDERSON, JR.
Logar, West Virgina
LAWRENCE F. LeSTOURGEON
Charlotte, North Carelina
ROBERT E. NIMS
New Orleans, Lou siana
FRED J COLLINS, IR
Greenvilie. South Carolina
ALBERT S DENVEFR
Brookiyn. New Yark
HAL I SHINN
Gaffney. South Carotina

SERGEANT-AT-ARMS
RDBERT O WALKER
Helena, Montana

PAST PRESIDENTS
COUNCIL
HOWARD N. ELLIS
Omaha. Nebraska
WILLIAM CANNON
Haddonfield, New Jersey
JAMES F TOLISAND
Treasure isfand. Fiorida
CLINTON § PIERCE
Brodhead. Wisconsin
DIRECTORS
MRS. LEOMA BALLARD
Belle. West Virginta
RAYMOND E. BARKER
Shirley Center. Massachusetts
JON BRADY
Charlotte. North Carolina
v

, Oreg
GARLAND B GARRITT
wilmington. North Carolina
HAROLD A HEYER
Seattle, Washington
GEORGE HOLTZMAN
Brookiyn. New York

ichmand, Virginia
JOSEPH A MAC QUIVEY
South Bend. Indiara
JOHN L MASTERS, JR
Lee’s Summit. Missouri
JAMES | MULLINS
Miami. Florida
KENNETH A. O'CONNOR
Richmond, Virgimia
WILLIAM F O'CONNOR
Dailas. Texa
NORMAN PINK
inneapolis, Minnesota
ROBERT RONDEAU
Menominee. Michigan
HARRY A. SCHAFFNER
Alton, lilinor
JOE C. SILLA
Oakiand, Calitornia
JOSEPH SILVERMAN
Philadelphia. Pean-yivania
L M. SMITH
Jackson, Mississippi
JOHN SNODGRASS
Albuquerque New Mexico
JIM STANSFIELD
taCrosse, Wisconsin

Defiance, Ohio
SAMUEL A WEISMAN
Baitimore, Maryland
HARRY G. WITSEN
Haddonlield, New Jersey
A L WITT
Greenville, South Carohna
GEORGE WOOLDRIDGE
Sterfing, Hhnass
EDWARD ZORINSKY
Omaha, Nebraska
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A SALUTE TO BILLBOARD
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