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CHRIS PEARCE

he evolution of the jukebox from
Tfunctional coin-operated record

changer to shrine of the rock and
roll generation is a journey through the
popular aesthetics of pre- and post-war
America. From its original, conservative
‘cabinet’ form, through to the chrome,
fins and flashing lights of fifties
conspicuous consumption, jukebox
design both reflected and anticipated
the rapidly changing demands of
fashion-conscious American youth. The
technical developments are covered
in relation to the changes they brought
to the look of the machines, but
JUKEBOX ART focuses particularly on
the enormous variety of styles produced
during the ‘jukebox years’ of the forties
and fifties. This story stars the great
names in jukebox manufacture -
Waurlitzer, Seeburg, Rock-Ola and Ami
but less well-known companies are also
featured; it was often the machines
developed by these manufacturers
which pushed jukebox styling to its
limits.

Written by an expert in both jukebox and
twentieth century design, illustrated
with evocative colour photographs
by Don Wood plus contemporary
advertising material from the author's
archives, JUKEBOX ART celebrates a
unique and much-loved musical
institution




hris Pearce was born in London

in 1946. He studied fine art and

subsequently taught art and
design as well as exhibiting his own
work. His consuming interest in design
and social history led to a hobby of
collecting and restoring jukeboxes, then
in 1979 to a business - Vintage Jukebox
Company. Since then he has worked as
a consultant on twentieth century
design for film, television, theatre and
advertising companies, often supplying
jukeboxes and other period props. In
addition to his consultancy work, Chris
Pearce has published several books and
numerous magazine and newspaper
articles on his subjects.
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For an object which conveys such a strong image
both through its physical presence and its nostal-
gic associations, the jukebox remains strangely
enigmatic. Even though its history spans nearly a
century, the jukebox achieved cult status in the
1940s and 1950s and it was this twenty year period
that saw the most rapid and radical changes, driven
by the need to stimulate and maintain public
interest or ‘play appeal’. Very often the designers
succeeded, but even those machines which proved
commercial failures in their day, are now appre-
ciated as design milestones.

The enormous variety and strength of jukebox
styles encompass the major design movements of
the twentieth century, from art deco and streamline
moderne in the 1930s through to the highly influ-
ential industrial design and Scandinavian modern
in the late 1940s and taking in the influence of the
automobile industry in the 1950s. However, only a
handful of designers can actually be credited. The
maijority remain anonymous, the quest to identify
them thwarted by the irretrievable loss of informa-
tion that occurred when manufacturers closed
down or changed hands. To compound the prob-
lem, the prevailing element of snobbery meant that
the jukebox lacked the prestige which might other-
wise have earned it the attention it often deserved
in the design press. Even in the autobiographical
review of his varied and prolific output, Industrial
Design (Fourth Estate, 1980), Raymond Loewy fea-
tures only the United jukebox, making no reference
to the stunning styling he brought to the ill-fated
Aireon just after the Second World War.

The history of the jukebox rests in the hands of a
few giant manufacturers and these companies had
the advantage of sophisticated facilities for realis-
ing design concepts into mass production. How-
ever, from time to time outsiders appeared to
challenge the established hierarchy, their fresh
approach and optimism reflected in adventurous
styling. Technological advances also served to pro-
vide additional stimulus and extend the range of
possibilities where basic materials and mech-
anisms were concerned.

Although there is a popular concept of jukebox
style, usually epitomised by the classic Wurlitzer
1015, this shrine of coloured lights and brilliant,
flamboyant metalwork represents only one strand
in the story. With each new model the designers
were faced with the dilemma of whether now was
the time to stick with a winning formula or whether
to upstage the competition with another radical
departure.

Despite a growing interest in jukeboxes and their
recent promotion to the status of collector's
pieces, brought about in part by recent advertising
campaigns and a current vogue for retrostyle
(resulting in several modern jukeboxes being pre-
sented in 'vintage’ cabinets), many models which
fall outside the popular stereotypes are still
awaiting a wider audience. Moreover, countless
machines are losing essential elements of their
contemporary design in the name of restoration.
Original nickel is replated with chromium non-
original and re-finishing of cabinets often results in
parody rather than preservation.

The best way to appreciate the many subtleties
and nuances of jukebox design is to understand its
historical and social context. But however impor-
tant it may be to establish the jukebox as a design
classic and to preserve its original features for
posterity, it is crucial not to lose sight of the fact
that the jukebox is first and foremost a source of
music. Even fifty years on, many machines con-
tinue to sound and look almost as good as new, a
living tribute to their anonymous creators.

CHRIS PEARCE
LONDON 1991
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FROM THE BUSSOPHONE TO JUKEBOX JENNY

Cha pter One
Tom the Buiio/)é)on& to

guésg oxX g&lﬂ’ly

According to Bill, the archetypal teenager in The Chicago Sunday
Tribune comic strip ‘Our Bill’, which appeared in 1943, there was once
a time, long ago, known as BJB (before juke boxes), when there were

‘jive crates’ and ‘nickel hep houses’. To the teenagers of the 1940s
and 1950s jukeboxes were so much a part of life it must have been
hard to envisage a time when they were not around. Yet while this
book is mainly concerned with the magic machines of these two
decades, the jukebox years, it is necessary to take a brief look at the
BJB period to trace the evolution of this phenomenon.

n the heady days of the late nineteenth and

twentieth centuries patent offices were swamped
with countless examples of human ingenuity dur-
ing an epidemic of inventiveness. While many
kitchen-table inventors toiled to bring the world a
‘better mousetrap’, others were fascinated by
mechanical music devices — phonographs, player
pianos, music boxes, organs, and even an electri-
cally operated mechanical violin, the Mills Vialano
Virtuoso. Some music boxes — which became state of
the art in the late 19th century — were coin-
operated, using a mechanism that handled large
perforated metal discs. These magnificent devices,
whose pretty, bell-like tones are so evocative of
their period, are the early ancestors of the jukebox.

Recorded sound, which made the enormous leap
from purely mechanical reproduction, came with
Thomas Edison’s 1877 discovery that sound waves
could be recorded and played back from indenta-
tions in tin-foil paper. Within a year the Edison
Speaking Phonograph company, to whom he had
sold his invention, was producing talking
machines, many of which, instead of serving the
serious business and educational applications Edi-
son had envisaged, were being used as novelties by
showmen. Edison was appalled — ‘I don’t want the
phonograph sold for amusement purposes. It is not
a toy. | want it sold for business purposes only.’
Unfortunately the poor sound quality emanating
from the tin-foil reproducer limited the uses to
which it could be put. In 1883 the problem was

overcome with the invention of the wax covered
cylinder which, combined with a system whereby
the stylus gently followed the grooves in the wax,
established the principles of the record. The inven-
tors, Chichester Bell and Charles Tainter, formed
the American Gramaphone Company in 1885 to
develop and exploit their product.

The next thread in the story is the flat gramo-
phone disc. Although there had been earlier exam-
ples, credit goes to Emile Berliner for the
successful commercial exploitation of the new
record which was introduced in 1893 The relative
ease by which the flat gramophone platter could be
handled, as well as the improved sound quality,
and the public’s fascination with recorded sound
gave a new impetus to coin-operated phonographs.
Incidentally, it is worth noting at this point that
although the jukebox is a quintessential part of
American life, in its early development the Euro-
peans were just as keen to realise its potential.

In 1888 a British inventor, Charles Adams-
Randall, patented the Pariophone, an electrical, coin-
operated automatic instrument whose principles
could be applied to either disc or cylinder records.
Although this concept hinted at future develop-
ments in its use of electricity and the mechanised
handling of records, it appears to have been the
first of many such machines, which in fact sank
without trace. Five years later Therese Bree,
described as a 'Gentlewoman of Vienna’, patented
a ‘Gramophone, or the like, with means for auto-
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matically changing the plates’. The inventor
explained the device thus:

The apparatus has a plate-holder for receiving a
given number of plates which is adjustable when
the apparatus is not in action, and from which a
carriage-like device removes the plate previously
fixed upon it, and conveys it to the plate disc from
which after the piece of music etc has been
reproduced it is automatically returned to the
particular compartment in the plate-holder. The
device for removing the plate from the plate-holder
and conveying it to the plate disc is actuated by
means of the handle which serves for winding-up
the clock-work, the arrangement being such that
the winding-up device which is locked is released
by the dropping in of a coin, so that the clock-work
can be wound up, in connection wherewith the
plate is brought on to the plate disc by the first
movement of the handle, whereupon the clock-
work is fully wound up and sets the plate disc in
motion.

The device for conveying the plates to the plate
disc also serves for removing the plate from the
plate disc to its proper compartment in the plate-
holder, and after the reproduction of the piece of
music etc is ended is actuated by the winding-up
crank shaft which rotates backwards whilst the
clock-work runs down. The beginning of the return
conveying movement is affected by the recording
pin, after running through the spiral in the plate,
entering a spiral line cut in the plate which runs
sharply towards the centre of the plate.

Although no claims can be made for Therese Bree
as the inventor of the jukebox, her patent contains
all the essential kinetics: the record (‘the plate’)
being mechanically removed from storage onto the
turntable (‘plate-disc’); the return mechanism
actuated by the lead-off groove (‘the spiral’); and
the whole cycle being triggered by inserting a coin.
It is certainly incongruous that the jukeboxes of
post-war America had origins in turn of the century
Vienna, a city and time more closely associated
with Sigmund Freud and the Art Nouveau
movement.

Meanwhile, other Europeans were also at work.
For example, in 1913 one Franz Ackerman, a mech-
anic from London, patented a ‘talking machine of
the kind in which any one of a number of
exchangeable records, preferably disc records, can

be brought into contact with a reproducer, either
by manipulation of one or more handles, levers or
equivalents only, or with such handles in conjunc-
tion with a coin-freed mechanism.’ This device was
driven by hand-wound clockwork, as was normal for
contemporary gramophones.

An early attempt at an electronic jukebox, which
had it gone into production would have been
nearly 10 years ahead of its time, was patented by
Hubert Tidswell, an engineer from Derby, in 1919.
This was a ‘talking machine of the automatic
multiple-record type, using records of the disc type,
in which any reasonable number of records may be
accommodated, each separately encased or not as
desired. The records may be played consecutively
as arranged in the magazine, or in any desired
order, and any record can be repeated any number
of times in succession or otherwise. Entire control
is effected electrically from any distance.’

One pioneering European invention that did go
into production was the Bussophone. First
patented by Cyril de Vere of Paris, in 1919, it was .
described as ‘an improved phonograph which is
capable of storing any described suitable number

Below The nove/ty o/ its mechanism was enoug}r to entertain

the Bussoplmne 's patrons in the ear/y twenties.




FROM THE BUSSOPHONE TO JUKEBOX JENNY

of disc records, and comprises a selecting mech-
anism designed to enable any selected record to be
played, all movement of this mechanism being
effected without manual intervention.” The
machine was envisaged either as a home entertain-
ment unit or for commercial use, in which case it
would be fitted with a coin mechanism. In 1921 de
Vere's invention was incorporated in a new patent
awarded to the Societé des Phonographs Automatiques
Bussoz Freres et de Vere.

The main modification from de Vere's original
concept was that instead of the turntable moving
vertically and the record magazine remaining
static, the improved version had a number of disc
carriers that could be displaced individually by
means of a rack bar, a disc selecting device, a
turntable moving vertically over the whole height
of the magazine, and a single crank operating the
different parts of the apparatus. The mechanism
was clockwork and had to be re-wound for each
selection, which was made by moving a dial on the
front of the cabinet. Bussoz were established
manufacturers of coin-operated amusement equip-
ment and the first Bussophone was sufficiently
successful for the company to remain in the juke-
box market into the 1930s. Sadly, only six of the
original Bussophones are known to exist.

Despite these early European attempts, it was
the Americans who pursued the development of
the jukebox to the point where they can, with every
justification, call it their own. There are several
possible reasons for this: America appeared to be
fascinated with gadgets, not only slot machines for
entertainment but vending machines and an array
of coin-operated devices which included, in their
most extreme form, coin-operated lavatory seats
and even a pay dictionary which could only be
opened by inserting a coin. Furthermore, an
emergent American national characteristic was
the pursuit of innovation, novelty and progress.
Consequently it is not surprising that two major
jukebox firsts were notched up in America. Louis
Glass is often accredited with being the father of
the machine, a claim based on his 1889 installation
of a coin-operated cylinder phonograph in the
Palais Royal, San Francisco. Since there was no
amplification the patron listened through one of
the four tubes with which the machine was equip-
ped. However, the connection between the event
and the jukebox proper is rather nebulous, and a
more credible first is the John Gabel Automatic

Entertainer of 1906. Although only in production for
two vyears, this coin-operated multi-selection
device paved the way for the new generation of
machines which appeared in the 1920s.

The decade which ended with the Wall Street
Crash in 1929 became known as the ‘jazz age’ and
was an important jukebox decade in several
respects. Prohibition saw a temporary decline in
clubs and as a consequence jukebox development
slowed down; when prohibition ended their for-
tunes took off once again. Popular music too had
become an important feature of daily life, heard
not only through jukeboxes but also radios and
gramophones; this led to a growing demand for
novelty music gadgets. There is also an interesting
linguistic connection between the jazz age and the
jukebox. Black slang became an increasingly popu-
lar affectation of white jazz audiences throughout
this decade. Etymologists have traced the word juke
from a corruption of the West African word dzug, in
the Black slang of the southern states. Dzug meant
to lead a disorderly life. In other words a juke box
was originally a gramophone that entertained cus-
tomers in low-life bars (juke joints) and bordellos.
So unsavoury were these associations that jukebox
manufacturers, sensitive to the bad press that had
dogged the coin-machine industry, assiduously
avoided the term, preferring the up-market image
and resonant sound of ‘automatic phonograph’
Nevertheless the first name stuck, becoming
immortalised in the 1942 films jukebox lenny and
Juke Girl. Finally, during the war years, when the
jukebox became a symbol of the American way of
life, Wurlitzer capitulated and began to use the
name in their advertising.

Compared to some of the early inventions
described, the jukeboxes which emerged in the
1920s were surprisingly primitive. Their success lay
in their use of the new technology of electric
amplification, which for the first time allowed the
instrument to play at sufficient volume to be
considered public entertainment. Thereafter, all
that was required was glamour and styling for the
‘modern’ jukebox to have arrived.
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Clzapter Two

The Bcg Give and the
Ué’zon‘s 0/[ _/l/(uu'c

The late 1920s saw a few jukeboxes come and go, as well as marking
the real beginning of the modern jukebox story. The 1928 Link
Autovox was an eccentric example of this transitory period. It offered
a selection of 10 discs, by means of each record having its own
individual turntable and tone arm. This model was short-lived
though, killed off by the combination of the industrial chaos that
followed the Wall Street Crash, and the emergence of a new,
sophisticated jukebox industry.

f the major jukebox manufacturers whose

names dominate the golden age (generally
accepted as pre-1950), three could claim a pedigree
dating to the early days — Mills, Seeburg, and AMI.
Of these Mills had the longest background in
coin-operated entertainment, the Mills Novelty
Company having been founded in 1896 to manu-
facture arcade equipment. Even during the jukebox
years Mills was still remembered for the Vialono,
which set a never-surpassed standard for mechani-
cal music. It was memories of the Vialono's success
which meant that even after its demise at the
hands of the radio, gramophone and cinema, there
was a vacuum to be filled. The electrically operated
mechanical violin and piano in its imposing cab-
inet would have been mere novelty were it not for
its accurate reproduction qualities. While other
player instruments relied on hand-cut music rolls,
Mills had a punching device which was ‘played’ by
the operator. In the 10 years it remained in produc-
tion, from 1910-1920, some 10,000 Vialonos were
made, earning an official designation from the US
Government as ‘one of the 10 greatest American
inventions of the decade’, and a place in the
Smithsonian and Henry Ford Museums. After the
Vialono was killed off, Mills continued to prosper
with slot machines and coin-operated scales, their
main lines of production. The emergence of ampli-
fied sound gave Mills the opportunity to replace
the Vialono, and in 1926 they brought out their first
jukebox. Using a large ferris wheel format in which
each record was affixed to its own turntable, the
first Troubadours were non-selective, but they were
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subsequently modified. Mills continued to make
ferris wheel type jukeboxes through the 1930s.

AMI (Automatic Musical Instrument Company)
had a similar background in player instruments
and enjoyed considerable success with coin-
operated pianos until, like Mills, its products were
killed by newer forms of entertainment. AMI's first
jukebox was introduced in 1927, uniquely being
able to play both sides of 10 records. Selection was
a basic system whereby each title had its own
individual coin slot. This system was retained for
subsequent models, and made its last appearance
in the 1936 Top-Flight, an appropriate name for its
cabinet style, a radical departure from the basic
format of its forerunners. Top-Flight was a classic
example of ‘'streamline moderne’ which reached its
peak with the 1940 Mills Empress.

Seeburg, too, shared a background in mechani-
cal music. A family business (as Mills had been)
until 1956, it was founded by Justus P. Seeburg in
1902 as the ).P. Seeburg Piano Company. Seeburg
had come to America as a Swedish immigrant in
1887, and had worked for piano companies before
setting up on his own. Although the early days of
Seeburg are remembered for its orchestrions, (intro-
duced in 1910), elaborate player pianos that also
featured automated drums, cymbals, violas, and
wind instruments, it must be noted that in an
autobiographical account of his early days, pub-
lished in 1940, Seeburg claims that in 1908 the
company produced an eight-record phonograph.
Nevertheless, like AMI and Mills in the late 1920s,
Seeburg saw the jukebox as a replacement of the



Above The Dancemaster models cvf the thirties cxemp/ify
Mills' solid yet sly/islz fukal’oxcs.

by then old-fashioned mechanical music.

Seeburg's first jukebox came out in 1927, but was
non-selective. However, the next year two selective
Audiophones were produced. Utilising the technology
of the orchestrions, they were partly pneumatically
operated, and, as with the Mills, the mechanism
was a ferris wheel. However, the Wall Street Crash
prematurely curtailed these developments, and
Seeburg dropped jukeboxes in favour of diverse
industrial products until the post-Repeal period of
1934. This interlude gave Seeburg a wide technical
base which within 10 years transformed it from a
piano/jukebox company into a major industrial
concern.

Both Wurlitzer and Rock-ola missed out in the
early days, and came into jukeboxes on the wave of
Repeal. Wurlitzer's history is indirectly linked with
Holcombe and Hoke who were long established
manufacturers of coin-operated machines, particu-
larly popcorn vendors. In 1926 they introduced a
multiple-record. non-selective jukebox, the Electro-
muse. Although at first purely acoustic, it was
almost immediately changed to electric amplifi-
cation. In their employ was an ambitious young
salesman, Homer E. Capehart He was destined to
become the father of the jukebox, being an irre-
pressible entrepreneur whose farmboy-to-senator
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story was in the classic American mould. On his
own initiative he acquired the right to a new
changer mechanism, only to find his reward was
being fired. Not long after, Holcombe and Hoke, an
old-fashioned company which was content to let
back-orders for the popular Electromuse build up
instead of stepping up production, disappeared
from the jukebox world.

In 1928 Capehart secured financial backing and
went into production with the Orchestrope. Despite
technical problems and a series of cliff-hanger
financial adventures the Orchestrope, now re-
designed, was heading for major success when
Capehart decided to go up-market with the produc-
tion of luxury domestic record players. The Capehart
became a household name, and the elaborate
installations which international millionaires, cele-
brities, and royalty commissioned earned a feature
in Fortune magazine. Even though many of his
customers survived the Great Depression that fol-
lowed the Wall Street Crash, they did not generate
sufficient sales and in 1932 Capehart was again
fired, this time from his own company!

However, it was the economic climate that
undermined the luxury record player market which
gave the jukebox its next lease of life. Suddenly, for
thousands of Americans, every cent counted.
Cinema managers began to make gifts to their
patrons of a piece of ‘Depression glass'; the price of
a ticket and temporary respite from daily care could
be justified when it resulted in a colourful jug or
bowl to take back home. A few coins spent listening
to a jukebox or portable record was considered
another budget treat. The ‘New Deal" started the
long haul of regeneration which was to occupy the
rest of the decade, but for the jukebox the signifi-
cant breakthrough was Repeal. This event which
gave the green light to the two latecomers, Wurlit-
zer and Rock-ola, was especially welcomed by the
coin-op industry, who saw Roosevelt as one of their
own — in earlier times he himself had been director
of a coin-op company, the Cameo Merchandising
Machine Co. of New York. Anticipating its
announcement, the city of Chicago provisionally
granted over 700 liquor licences, with over 2,000
pending. Decorators became busy refurbishing
bars, restaurants and clubs for the new era.

The next big name on the scene was Wurlitzer. In
fact the music company Wurlitzer had a long
history. Rudolph Wurlitzer, a German emigrant,
secured a lucrative contract for the supply of
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Above The Wurlitzer Model 412 of 1930 continued to be sold
wntil 1038. The direct descendant of the 1034 P. 10, it

epitomises the classic look o/ first generalion Wurlitzers.

I\)iglll /\’epea”vroug/lt a return to socia//zfe which had suﬁ[ered,
{/zrouglr the a’ry years ofpro/zi[vition, giving the ju/eebax the /or:a/
role it had been u'aiting/or‘
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Above and rigl:l Art deco-sty/ed Models 016 and 710 of
1937 were the kast Wurlitzers of the ‘Woodie 'generation, before
the advent of ‘light-ups’.

bugles and drums to the military in 1860, within
months of becoming an American citizen. By the
end of the Civil War Wurlitzer was the biggest
supplier of these instruments in America, a base
from which the company expanded into a major
retail music business, the first Wurlitzer piano
appearing in 1880. By the end of the nineteenth
century Wurlitzer were marketing a coin-operated
music box — The Regina (1896) — and a coin-operated
player piano — the Tonophone (1899). In 1910 Wurlit-
zer added the Hope-Jones Organ Company to its
many musical concerns, and from this developed
the famous Mighty Wurlitzer cinema organ. Like AMI
and Seeburg Wurlitzer produced orchestrions and
player instruments, and similarly suffered when
sales began to fall. Even the Mighty Wurlitzer was
threatened by the arrival of the talkies, as cinemas
went over to amplified sound. It was almost as if
fate brought Farny Wurlitzer (Rudolph’s son who
became the company president in 1932) and Cape-
hart together. Capehart, an indefatigable entrepre-
neur, had acquired the rights to a small jukebox
manufacturer Simplex, whose jukebox called the
Debutante featured a sophisticated changer mech-
anism. Farny wanted to diversify into new products
and was convinced by the persuasive Capehart that
Repeal would bring jukeboxes to the fore. In 1933
Waurlitzer marketed the Debutante under its original
name, and the next year renamed it the P 10.

This 10-selection machine was the first Wurlitzer
marketed under the name which was to become a
generic term for the jukebox. For the formative
years the company's history was in Capehart's
guiding hands, because not only did Farny take him
on as part of the Debutante deal, but he rose to the

position of vice-president and general sales man-
ager of the jukebox division. In 1940, however,
Capehart resigned from Wurlitzer, pursuing other
interests, notably politics.

Rock-ola had appeared on the scene in 1935.
Although lacking the musical experience of the

Below Rock-ola exp/oited their coup of provr'ding a juLelmx for

the /uxury Queen Mary to the fu”, even tuming its Jelivery to
the sln'p into a pul?/r'city stunt.




other jukebox companies, there was a solid back-
ground of coin-operated scales, pintables, and a
variety of games that gave the company a good
foundation in manufacturing and marketing.
Within its first jukebox years, Rock-ola had almost
caught up with the competition. Then in 1936, they
scored a major coup by providing a jukebox for the
new Cunard luxury liner, the Queen Mary. According
to a contemporary press report this happened at

two hours notice: as there was no time to organise.

a truck a taxi had to be hired. The report con-
tinued ... ‘great secrecy necessarily had to sur-
round this move. Due to the tremendous interest
by the public in this wonderful ship a special squad
of private detectives had to assist the regular
police department in clearing the way so that the
taxi carrying the Rock-ola Multi Selector could reach
the decks of the Queen Mary. After some man-
oeuvres representatives of Rock-ola's products
dashed through the crowd and reached their goal,
the mighty Queen Mary.’ It seems strange that a

IUKEBOX ART
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ROCK-OLA'S NEW

Rock-ola adapted a pragmatic approacl: to ]ulzelwx stylr'ng. By

their own admission, llwy simp/y looked at what was going on

around them — at first ﬁnc{ing inspiration from radio cabinets —
and ac]aptea’ these to their designs.

company which could not find a truck nevertheless
managed to rustle up a squad of private detectives
at such short notice. Perhaps this dramatic event,
with a taxi cab bearing a case prominently marked
Rock-ola Multi Selector was in fact a publicity stunt.
Rock-ola capitalised on this prestigious deal by
shortly afterwards bringing out a pintable called
the Queen Mary bearing a picture of the ship on the
play field.

The competition between the four main manu-
facturers, resulted in a design and marketing war
which produced an exciting array of jukeboxes.
Waurtitzer, AMI, and Rock-ola had the advantage of
a record changer that served them through the
1940s, and although Mills continued with the ferris
wheel until 1939 Seeburg abandoned it in favour of
the short-lived ‘Wilcox’ mechanism, whereby a
stack of interspaced records was played by a verti-
cally traversing tone arm. Seeburg probably adop-
ted this as a stop-gap measure, for it only appeared
in the two selectophone models of 1934 and 1935.
Thereafter apart from a brief experiment utilising a
hybrid Wurlitzer mechanism, the Seeburg used the
Friborg sliding tray changer until 1948.

i
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A new generation of jukeboxes appeared in 1936.
Luxury was now the key word in styling, with great
emphasis on beautifully veneered cabinets. A con-
temporary article noted that:

Responding to the demand for more machines,
manufacturers have been turning out new models
of greater attractiveness than ever before.
Modernity has arrived. Streamlines, in design and
colour, are the rule of the day. Gone is the old-
fashioned machine which was almost forbidding in
its solitary majesty. Usually finished in dark wood,
these old machines repelled rather than invited
patronage. Now, all that is changed. Light cabinet
work, finishes resembling natural wood such as can
be seen in all modern-type furniture are favourites.
The cabinets of the newer models are attractive in

the very patterns of the alternating light and dark Above Seelmrg were dedicated to pure engineering but l/wy also
woods, while additional decoration is often used to excelled as stylists, bringing to their jukeboxes the latest art deco
carry out the general idea. lines, and fine vencers.

17
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The five Seeburg models of 1936 are representa-
tive of this cabinet treatment. The excellent C and
D (both identical cabinets) are outstanding exam-
ples of American art deco. An awareness of modern
design was destined to distinguish Seeburg from
the other main manufacturers. This can be seen as
symptomatic of the company’s high ideals, which
they conveyed in the statement ‘We are definitely
committed to a permanent “uplift” movement, pol-
itically, morally, economically and socially.” Proof
that this applied to the company’s labour relations
was evident on one occasion during the war when
the workforce voluntarily surrendered their vaca-

Below The Seeburg Model ] of 1037 represents the climax of
pre-/ig/:(-up sty/fng. Its /ine veneer work, inc/uJing elﬁony,

enhanced its distinctive asymmelrica/form.

tion time to undertake an emergency rush job.

Seeburg set the pace in terms of style and
technology, being particularly noted for high
quality sound. A rural radio D], who was also a
jukebox operator, used a Seeburg as the station’s
record player. He is quoted as saying . . .

In between groups of recordings | make the
following announcement. “You have been listening
to a recording on a Seeburg phonograph. Listen to

a Seeburg in your favorite drug store, tavern or
restaurant.” Since this district is strictly an
agricultural community the |major use| of my
phonographs occurs on Saturdays and Sundays,
when the farmers visit the small towns to do their
weekly shopping. By means of my radio station |
have been able to contact these people in their
homes and have successfully brought to their
attention the fact that they can get more
enjoyment out of their visits to town by spending
part of their recreation time listening to the world's
best music on a Seeburg phonograph.

Below E/ec!nficalion braug/rl the /'u/eel"ax to rural backwaters,
aeay fram the city /ig/rls and busy bars /eutureJ lvy

manu/aclurers in their aJver[ising material.
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This cameo conjures up a useful picture of rural
American life before World War I, for outside the
large industrial centres and towns were communi-
ties which, in some areas, were quite isolated.

An important part of Roosevelt's policies to end
the recession was the rural electrification pro-
gramme. Mains-powered radios were a recent inno-
vation, being introduced only in 1927, and they
encouraged the spread of greater political and
social awareness. Popular radio characters such as
Kate Smith (the voice of America), Amos n" Andy
and little Orphan Annie could now be heard in
every home. Also, radio opened up opportunities
for advertising (becoming a major marketing tool)
and politics (with Roosevelt's intimate ‘fireside
chats’ to the nation). A further effect of the electri-
fication programme was the spread of the jukebox.
A mid-west operator of the time relates how . ..

After the linesmen have left and current is available
to what were formerly considered backwoods areas
a complete new life comes into being in the
activities of the inhabitants. Amusements
previously denied to them, such as electrically
operated amusement devices and electrical
appliances of all types are eagerly accepted by the
many families. Naturally, the small cross-roads,
hamlets and villages have taken a new lease of life

llions of Hy-pE .5 ML
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Bing Croshy (‘King of the jukeboxes’) as well as Benny

Goodman and Cab Ca”oway were /ealureJ in Wurlitzer's
advertisements /or the Model 24. The top names in music
/auourcd juleel‘roxes for promoting their records, but the

. . ’ - ! ! . -
musicians union saw them as a threat to live music.

and are becoming centres of entertainment. In
establishing my routes of coin-operated
phonographs | have found it well worthwhile to
follow rural electrification with my Seeburg
instruments.

The spread ot the jukebox (by 1938 there were an
estimated 300,000 in use across America) was a
major factor in reversing the fortunes of the record
industry, which had been hurt by the growth of
radio. From the peak sales of approximately 110
million discs per annum in the 1920s the figure
dropped by about ninety percent in the early 1930s.
However, by the end of the decade disc sales were
up again to 33 million.

Although many musicians favoured the influence
of the jukebox (band Ieac%ers Tommy Dorsey, Glenn
Miller and Cab Calloway amongst others endorsing
Waurlitzer, while Bing Crosby was to be dubbed the
‘King of the Jukeboxes’) others were actively antag-
onistic, not only because their livelihoods were
threatened as phonographs ousted live bands, but
because they received no royalties from the num-
ber of times a record was heard on a jukebox. The
president of the Chicago Federation of musicians,
James Caesar Petrillo, was a particularly virulent
enemy of the jukebox. One Texas jukebox operator
calculated that as the number of jukeboxes in his
area was almost the same as the number of
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registered musicians, the effect of removing juke-
boxes in favour of live music would logically result
in full employment for the musicians, only if they
were prepared to work as one-man bands. In 1938
the National Phonograph Network was formed to
exploit the popularity of the jukebox. It argued that
the jukebox, like the radio could be an advertising
medium. Specially recorded discs by leading musi-
cians featured an advertising message of no more
than 25 words. It was thought that jukebox adver-
tising would be particularly useful for liquor, which
was banned from radio. And then, at this controver-
sial stage in the history of the jukebox, it under-
went a radical design change.

With the exception of the industrial design
image of the AMI Top Flight, jukebox styling now
owed more to furniture design than to any techno-
logical inspiration; this is a normal occurrence
when a new mechanical device has yet to establish
its identity. For instance there are clear links
between the 1936-37 jukeboxes and John Vassos’
design for the 1938 RCA television. What was
lacking though, was glamour and visual entertain-
ment. By subsequently introducing these features
into their machines, the jukebox designers were
among the earliest exponents of industrial-style
obsolescence, which had hitherto been the mon-
opoly of the fashion industry. The implication was
that each year there would be an identifiably
different look, a trend that became the main fea-
ture of American consumer styling. As well as
generating and constantly stimulating interest in
the jukebox, these style changes increased the
spread of jukeboxes as a cycle of change came
about, each new model displacing its predecessor,
which in turn could be used in a site which may not
previously have been considered profitable. A con-
sequence of growing sales was that by 1940 Wurlit-
zer in particular was concerned that the growth in
the quantity of secondhand machines could adver-
sely affect sales of new equipment. The company
therefore began selling the idea of its exotic new
models by appealing to the purchaser’s vanity.

Nothing upset the coin-operated machine indus-
try as much as its poor status in the community.
Despite the massive industrial complexes that
made the machines, despite the household names
of Wurlitzer, Mills, and Seeburg, there still lurked a
seedy public image of novelty arcades, speakeasies
and, at worst, gangsters and racketeers. Being
coin-operated, jukeboxes were tarnished through
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Gabel enhanced their cabinet with colour in the appropﬁate/y
named Rainbow o/ 1038. Added appea/ was given to the

visible mechanism tkrouglr extensive chrome p/ating.

association with slot machines, which were a prime
target for sensationalism, as shown in this press
release for the 1937 Paramount movie King of
Gamblers. 1t 'takes audiences right into the heart of
the slot machine racket... a sizzling piece of
screen entertainment ripped raw from the secret
annals of organised crime... for a take of more
than $150,000,000 a year the overlords who run this
racket will do anything, even murder.’ In addition
there were real-life stories of ‘heavy’ techniques
employed to obtain and defend jukebox sites, and
it seemed that every enhancement of the jukebox
image such as Rock-Ola’s Queen Mary installation,
was counteracted by a hostile press, with the
Chicago Herald Tribune being particularly antago-
nistic.

To make matters worse there was an element
within the jukebox business whose activities
played into the critics’ hands. The use of smutty
potentially offensive records featuring sexual innu-
endo horrified the trade and the white middle-class
establishment.

... the few extra dollars which these records bring
in on some locations will be mare than offset by
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Above Seelmrg s aJverlising stressed that illumination
enhanced the jukebax experience, thus resu/ting in more money
lveing put into the machine — an important se”ing point when

mean-spin’ted sites would query the extra running costs!

the bad influence they will create in the minds of
the public who will come to look upon the coin-
operated phones as equipment featuring only a
low type of entertainment . . . in some territories
operators are being forced against their will to turn
to smut discs in order to hold their locations, as
some members of the evil minority have been
successful in winning a few locations by featuring
records of this type.

Wurlitzer's advertising campaign emphasised
the high status an operator would acquire through
its jukeboxes. Publicity material depicted exagger-
ated aristocratic figures admiring the jukebox, pre-
cisely the kind of people Capehart hoped to attract
when he turned his back on jukeboxes in favour of
home units. The message was explicit — this was
the social strata in which a Wurlitzer owner was to
be found. And just in case there was temptation to
hold onto old equipment a generous trade-in
allowance was offered. Wurlitzer backed up their
pledge that old machines would not re-appear on
the market with publicity photographs of old
equipment being smashed.

The era of the new glamour jukebox was heral-
ded by the light-up jukeboxes of Seeburg, AMI, and
Wurlitzer, which dominated the trade show in
January 1938. Although illumination had always
been a feature of the jukebox, the recent develop-
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Above (centre) Wurlitzer's A;fode/24 was llzeirﬁrst/eaturing
back-lit translucent plteno/ic plastics. In recagnition o/ils unique

! .
status, Wurlitzer made an exception to the rule of ;uleebox
designers remaining anonymous and credited Paul Fuller.

Above (right) As the styling wars between the manufacturers
inlensiﬁ'ec[, Wurlitzer added a new featurc to their illuminated
plasb'cs; turming cy,inders which enlivened the juleebox with the

nove,t_u of animation.

ment of translucent phenolic-resin plastic allowed
the cabinets to be |opened up with back-
illuminated panels of |colour. AMI's Streamliner
matched a style change with the new technology of
push-button selection. A further innovation was
that the illuminated bar-style buttons also served
as title displays, a device they used again in the
Singing Towers, and which Seeburg adapted for their
post-war ‘Trashcan’ series.

Seeburg brought out three light-up models, the
Concert Grand, the Regal, land the Gem, which com-
bined the new illumination with classic Deco-
styled wooden cabinets! Rock-ola's Monarch, Wind-
sor and Ambassador iukegoxes were alone amongst
the major manufacturers’ machines in not offering
light-up cabinets, aItho'ugh the top-of-the-range
Monarch did feature a kinetic illuminated front grill.
David Roccala, hinting that he too was working on
the light-up concept, §tated ‘'The ideas of our
creative men must remain sub rosa until they are
tried and proved, hence |the market may be poten-
tial until the distribution of the machine and the
promotional program are geared to meet public
demand.
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Above The "Jive Crate’, ‘Nicke! Hep House’, or, more simp/y,
the ‘jukebox’ became a socia/;[oca/poinl/or that new
pl:enamenon of/ortr'es America, the teenager. It was ta be the
tecnagers and t}reir music u‘/riclr u-ouU ensure Ilre ju/eegvox s

p/ace in the social /zistory oft/re frﬂies.

Left The massive chain-driven /erris u‘iree/o/tlre Mills
mechanism served the company well a/uring their ear/y years as
ju/cel;o.\' mmm/aclurers. Mills proa’ucls were characterised lvy top

qua/ity engineering, but [/w_u also proa/uced/ some outstanding art

Jeco]ul’elvoxes.

Riglzt In contrast with the Model 412 oft/m same year,
Wurlitzer's 1936 Model 312fea1ured art deco s[y/ing.
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Whenever demonstrated to Jocation owners. the mag-
nificent tone of the Wurlitzer-Simplex meets with instan
approval—results in an immediate installation. Wherever
installed, 1t assures permanent 7sgltisf.;l('liml—pl'rpt-luul
big income for operators and location owners alike.
Experienced operators will tell you—to get and hold the
best spots, operate the finest automatic phbnugrzlph on
the market. That's Wurlitzer-Simplex. Find out if there
is room for another Wurlitzer-Simplex operator in your
locality. Mail the coupon.

THE RUDOLPH WURLITZER CO.. NORTH TONAWNEREENENG
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THE RUDOLPH WURLITZER COMPANY
NORTH TONAWANDA, N, Y.
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The most important new jukebox for 1938 was
the Wurlitzer Model 24, the first in a series of
machines that would give Wurlitzer market domi-
nance for the next 10 years. Perhaps in anticipation
of this fact Wurlitzer credited the designer, Paul
Fuller. This was an unprecedented honour because
manufacturers normally kept the designer's name
anonymous. The Model 24 was almost immediately
upstaged by two successors, the Model 500 and the
economy version 600, both introduced in 1938/39.
Distinguished by the first use of elaborate plated
decorative metalwork, which would become
another feature of Wurlitzer, both models showed
that the company (unlike Rock-ola) was allowing
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Lighl-up cabinets transformed the whole concept a/ what a
julzel?ox should be, and the immediate e)%ct was a c]e/uge o/

modernisation kits o/ varying qua/ih'es.

the design department to lead the way.

Another new element of jukebox design came
with the 500 — zebra turning cylinders which gave a
flickering effect to the lighted pilasters. Meanwhile
the 1939 Seeburgs continued the same illuminated
look from the previous year with three new models,
the Mayfair, Casino, and Plaza. The range was
extended with two further machines, the Classic and
the Vogue, whose sculpted, round-shouldered, full-



The Mills Throne o/ Music is one a/t/w most imposing oft/zc
ear/y /igfrt—up:. Elaborate veneer work adds furt/zer decorative
appea/ to the cabinet.

length pilastered look was further developed in the
1940 range. Rock-ola came out with the first of the
luxury hight-up series, which was complemented by
an economy model as well as a ‘counter-top’, but
the most spectacular newcomer to the light-up
range was the Mills’ Throne of Music

This complete switch from the wooden-cabinet
machines of the 1930s featured large light-up
plastics set in an exotic veneered case. The changer
mechanism was a modified version of Rock-olas’
The trend towards a varied range of jukeboxes
meant the Throne was joined in 1940 by the Empress,
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which was available in either a veneered or gold
painted cabinet. Although slightly smaller than the
Threne, it had the identical mechanism and sound
system. lronically while Mills regarded the Empress
as the lesser of the two machines, it is now highly
appreciated for its strong streamline moderne
design, reminiscent of contemporary locomotives

The Empress was styled by the Chicago industrial
design and marketing consultants Magnan and
Eckland, who after the war were put in charge of
AMI's marketing

The 1940 AMI jukebox is another classic of
period design. The Singing Towers, as the name
implies, was a tall machine whose style echoes
skyscraper architecture, its height necessitated by
having a top-mounted speaker, the theory being
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THE BIG FIVE AND THE THRONE OF MUSIC

Top F/ig/zt pioneereJ /n'g/1 tech julee[vax s[y/ing with its use ofi/w
clean lines o/lhe ‘streamline’ look which was in rogue with
inJustn'a/Jesigners. The c/mnger mechanism was in /u// view,
in accordance with a major trend in /'ulee[mx Jesign which
considered that seeing the record Leing p/ayea/ was an essential

part o/t/le performance given ['ly the machine.
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Above A/thougk the streambiner pre-Jates the '/igf':t-up "era , its

use of architectural /ig/1t )g'ttr'rzgs to illuminate the massive Rﬂ'glﬂ‘ As neither decorative metaluwork nor illuminated p/astics
spealeer, as well as reﬂective [ight batlﬁng the mechanism is a were in use at that time, the cabinet of the Mills Dancemaster
foretaste of later jukebox Jesign. rehied on decorative veneer to lend an air of /uxury.
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this would produce better sound projection.
Unusually for this age of plastics the light-up
panels and top dome were made of faceted glass.
This was quite an advantage because this wood
and glass cabinet did not use prime materials
needed for the war effort, so AMI did not suffer the
restrictions that affected other manufacturers from
1942, In fact AMI was awarded priority status, and
continued manufacturing Singing Towers through the
war years for the entertainment of the forces. These
jukeboxes feature regularly in photographs of
American troops abroad. and so determined was
AMI to put its machines ‘in action’ that it even
devised special packing to float the jukeboxes to
Gl's on isolated islands, where the water was not
deep enough for large ships to dock.

The two-year period leading up to American
involvement in World War Il was the peak of
jukebox glamour. Wurlitzer brought out another
paired set, the grand Model 800 and the smaller 700.
Like the 500, the 800 had flickering zebra pilasters,
this time with moving colour. The new innovation
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Leff The Model 800 was the /;'rst gram{ Wurlitzer. I {aving
established the precedent 0/ ada’ing new /;mtures, Paul Fuller
achieved another ﬁrst with the use a/ the ‘bubble tubes” which

became a decorative element in several successive models.

Above In their drive to elevate its image, and lry imp/icalian, the
social slanding of the operator, Wurlitzer's pulv/icity pictures
ﬁzatured e/egant, lnglz society characters enjoying the )'uleelmx.

Above AMI's special position as exempt from wartime

restrictions made the Singing Towers a welcome link with

home for American troops in combat zones.

was bubble tubes set in the front grille. These
‘dancing bubbles' became a popular Wurlitzer fea-
ture, and indeed Wurlitzer is the only company ever
to use them. These tubes are not, as is sometimes
assumed, operated by air pressure, instead they
contain a liquid chemical which requires only
slight heating to reach its very low boiling point.
The jukebox trade went into 1940 with a formid-
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com
Mioew Phonos Aid
Wannv Nrive

Above Bing G roslvy did not share his union’s views on the
ju/eebox, lmt ll1en ln's recon.{s were a/ways on the trade s
favourites p/ay lists. The Wurlitzer 750 fealured bubble tubes

but was otherwise a toning down o/ the opu/ent look.

able variety of machines to woo the public. The
only setback was the election of James Petrillo,
scourge of the jukebox, as president of the Ameri-
can Federation of Musicians. Now with national
power, Petrillo set about fulfilling the mission he
had begun when he was president of the Chicago
union — to ban records from jukeboxes. Although
he eventually succeeded in imposing a total
recording ban in 1942, this was lifted by President
Roosevelt who intervened on the basis that records
were essential for high morale.

The year 1941 saw further classics from Paul
Fuller's studio, with three major machines (not
including variations, a counter model, and exten-
sion speakers) each distinctly different. The 750
was a compact and understated machine, unique
for its wooden grill rather than the ornate metal
version which characterised Wurlitzer. Even more
unusual was its companion model, the 780, the
first Retro style jukebox. In a bid to extend the
jukebox market, this machine had an ultra-
conservative eighteenth-century look, with a
wooden cabinet to appeal to traditional restaur-
ants. The front grill was shaped like a wagon wheel,
echoing the design of a light-fitting, popular at the
time in establishments striving for a ‘homely’ look.
The American heritage look was further accentu-
ated by a patchwork-look grill cloth. The result was
a commercial flop, partly because the industry had
been very successful suggesting that jukeboxes
should be colourful and exciting. The extreme
example of what amounted to a theatrical experi-
ence was the Wurlitzer 850, which used every
decorative device known, and then added a new
one, polarised light.

ERS
wITH puiLT-IN SPEAK

RAPHS
pe COMPLETE o
poTHA

Paul Fuller app/ied the same sty/ing elements that characterised
Warlitzer's full-size jukeboxes to the counter top models. The
Model 4 1 above was the economy model for 1040, the stylish
71 below being the de-hxe version.

Above The Peacock (Model 830) was the climax of
Wurlitzer's po/icy 0/ aJJing new fealures, with Paul Fuller's use

0 po/an'sbrg fi/icrs greing subtle animation to the centre pam’/.
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Below The smaller Model 600 lacked turning cy/inJers and

was offered as the economy version. Nel‘erf/:e/ess its cast,

decorative metaheork still gave it a more luxurious look than its

competitors.

Right Being too small to feature a live band was no longer a
Jisadvantage, thanks to Wur/r'tzer, whose luL’elmxes brcmgltt the
sounds ofBing to even the humblest establishment.

32



THE BIG FIVE AND THE THRONE OF MUSIC

RECORDS

SOLD ONLY 1O _ o pa
OPERATORS USSR ¢
.

RLIIZER

AUTOMATIC PHONOGRAPHS ™ ™"

33



JUKEBOX ART

This magnificent machine was the biggest made
in the USA (the later, aptly-named, Belgium-made
Goliath did overshadow it). And its scale gave full
scope to Paul Fuller's flair for decoration, involving

festoons and flourishes of metal scrollwork.
Besides the massive back-lit plastics, the cabinet
featured as its focal point a delicate translucent
panel depicting peacocks. Filtered polarised light
moving behind the panel produced the effect of
ever-changing iridescent colour. Even if it had been
artistically possible to apply this grandiose style to
new models, the war restrictions on materials
announced at the end of the year would have made
it impossible. Consequently the Peacock now has a
place in history as the pinnacle of unfettered
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Seelmrg did not attempt to emulate Wurlitzer's extravagant
sty/ing, pre/‘erring instead to concentrate on superior engineering
and technical Jeve/opment. Despite this, their cabinet Jesigns
were a/ways distinctive and most o/ them, such as the .

Hi-Tones (below), are considered classics.

jukebox luxury. In 1942 Fuller had to do without
decorative metalwork. Nevertheless, the 950, with
its elegant lines, subtly lit mirror front depicting
leaping ibexes, and top arch plastics showing a
decorative Pan figure, had a quieter but equally
powerful beauty.
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No other jukebox company took the same path
as Wurlitzer in terms of style. Seeburg preferred to
pursue technological development, which in the
1950s would eventually enable it to usurp Wurlit-
zer. Like Rock-ola and Mills, Seeburg also had
many manufacturing activities outside the produc-
tion of jukeboxes. Their last pre-war models took a
new direction in styling, with the 1941 and 1942
Hi-Tones anticipating the cylindrical look of the
post-war ‘Trashcan’ P146 series. At this time See-
burg was already working on a revolutionary new

mechanism and, like much of American industry,
already was engaged in government work in antici-
pation of war.

Rock-ola’s last pre-war jukeboxes, the 1942 Prem-
jer, President, and Commando models, were a limited
production with material restrictions demanding
the use of glass instead of plastic, and a minimum
of metalwork on the cabinet. Nevertheless these
tall, stylish machines, like their contemporaries,
represent the state of the art 1940s jukebox, for
although the coming war years gave the jukebox its
special place in the hearts of Americans, never
again would the jukebox industry produce designs
of such assuiance.

The Rock-ola Premier, President and Commando were a
trio of simi/ar/y—sty/e‘{ juleel)oxes, characterised by a minimum
use o/ p/astic due to materials restrictions and lap—maunted
spealzers which dictated their keiglzt.






The ap'/u named Goliath is the lviqgesl /'ulze!mx ever made.
Constructed by the Bartholemew Company O/He/qimn, its art
deco look is an anac/rronism, ﬂ?r it dates fmm the 1050s. The
(;o/ialll /zas a rat/wr lvi:arre 1mcquamnj— Bar!/m/emeu were

origina//u organ builders who s::pp/iec/ their instruments to bars

and cafes. | ith the r'nﬂuence o/z\men'can style on post-war

Furope inc/uding the appearance o//u/ee/vaxes, the Jenuma’/or
organs Iai/ca/ of] and the campany, s/mwim7 remarkable
Je!erminulion, set about Ll(f/..llfug julﬂe[m.\'es. { 71i/ising organ
construction tec/miques, little cv/t/w pnemnaluu//y opem(ed’
mechanism is made af metal. A radio set behind a q/ass pmw/
was n vcorparalec] to supp/.’men{ the music. This examp/e s
Leffwea( to [ve 1/10 /us( one maa’u, a slereo moa’e/, am/ Ja{es /rmn

circa 1050.
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Cltapter Three

Nomance , @o/ét , and
Tumoil

By 1941 the jukebox manufacturers, like many other American
industrialists, were aware that they may have to switch exclusively to
war production. In fact some had already done so, with Mills
producing military hardware for the British. Deeming the word
‘Novelty' in the company name inappropriate to the war products
that its three massive Chicago factories were making, they eventually
dropped it. Soon after, in 1943, the company changed its name to
Mills Industries Inc. The owner, Fred Mills, explained. . ..

For several years before we went 100 per cent into
war work we had expanded our manufacturing
organisation so that it was producing heavy
equipment in soft drink dispensing machinery,
refrigeration compressors, air conditioning
equipment, ice-cream freezers, motion picture
projectors. Dealing in these lines continually
suggested that we change our name. The word
‘Novelty’ had come into the name when the
company was established by my father, Herbert S.
Mills in 1889. That was the arcade era in America,
and the word ‘Novelty’ then meant any machine
that furnished arcade equipment. From now on, all
of our war manufacturing will proceed under our
new name.
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JUKEBOX ART

Above Details o/i/re Victory show that every /eature was afan
amazing/y /1ig/1 qua/ity. Wood su[vstitutedfor everyl/ﬁng that
was norma//y metal on the cabinet, yet the Jesign does not

appear compromise:.{ many way.

Rig/lt Wurlitzer's wartime Vi ictory model was a triump/z of
Fuller’s Jcsign skills; a/l/wugA /rousing a mec/mnismfram an
earlier ju/ee[vox, the improved cabinet achieved /uxury Jcspi!e

severe limitations on materials and proafuction /aci/ities.
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JUKEBOX ART

Ironically, this old, established company, which
had coped so well with war-time production, was
destined to fail when peace returned, bringing out
only one final jukebox under its new name.

AMI, however, found themselves in a unique
position as the sole manufacturer of new juke-
boxes, albeit on a reduced scale. These machines
were destined exclusively for American servicemen
abroad, indicating the jukebox's role as a morale
booster and the way it had become a symbolic
reminder of life back home. AMI later supplied
machines in a similar way during the Korean War.
Other jukebox manufacturers also contributed
their machines towards the war effort, as well as
putting weight behind the drive for War Bonds in
their advertising.

Wurlitzer's contribution to the wartime jukebox
scene was the Victory which succeeded in overcom-
ing the major production problem of a total ban on
some necessary materials, including metal and
plastic. Designer Paul Fuller's flair for theatrical
effects was put to full use in this model, which
transcended production difficulties to become a
magnificent symbol of American resilience. As the
war progressed Fuller was not only denied the
materials with which he had achieved the Wurlitzer
style, but also factory tools and equipment which
were now reserved for war work. With no more
mechanisms available — they had been used up in

the production of the 950's — and no opportunity to
make more, Wurlitzer took back the dilapidated
Model 24 and the 500s, 600s, 700s and 800s, refur-
bishing the mechanisms and sound systems, and
installing them in new cabinets. Without the equip-
ment to form wood (Wurlitzer's cabinet shops were
making aircraft parts) the arch-like shape, once
Fuller's signature, was now impossible. It also
seems that the veneer was applied by hand instead
of being machine pressed.

It is interesting to note that when the British firm
of Hawtins began jukebox production in the late
1940s, its cabinet was a simplified version of the
Victory, chosen because it did not require sophisti-
cated cabinet shop facilities. The main difference
was that while the British version has the sombre
air of its utility background, the original Victory has
a romantic flavour which, coupled with the music
of Glen Miller, evokes the images of World War Il. It

Because af materials slmrtages and unsopllisticatec{ proc/uctian
faci/ities the Hawtins M usic Maker (I)e/ow) was no more than
a uti/ity version of the Victory.

Rigl:t The ‘universal’ cabinet came with instructions for
insta//ing the ‘works’ from old Wurlitzers, Seeburgs and
Rock-olas to give them a new lease of /lfe







JUKEBOX ART

By 1042 the jukebax was f;rm/y established as part of the *

American social scene!

was at this time that America fell in love with the
jukebox, which became a focal point for the high-
pressure ‘live for the moment’ philosophy. A con-
temporary press report encapsulates the mood of
thetime. . ..

In an amusement spot some weeks ago, a Marine
and a girl, strangers to each other, met in front of a
phonograph, and argued over who should drop the

coin first. That settled, they proceeded to fall in
love. He was leaving soon so they decided to get
married. ‘What better place than where we first
met?’ they said. And so they took the vows right in
front of that same music box. She wore the same
slacks and white waist she'd worn that fatal day.

The ceremony was performed whilst discs played

tunes appropriate to the occasion, including Bing's
‘Ave Maria'.

With the coin-machine industry basking in the glow
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of public approval, it appeared that the worst of
unfavourable publicity was over. The industry could
point with pride to its contribution to the war
effort, with the major manufacturers gaining ‘E’
awards, and even the smallest operator backing the
Red Cross and War Bonds drive. War work was
pumping money into the economy and with mil-
lions of women now in full-time employment,
financial emancipation was starting to change the
social status-quo.

Women were also becoming involved in the
jukebox business, some running companies whose
male workforce was away fighting, others taking on
the mechanical side such as the Minneapolis book
keeper who in 1943, under the heading ‘Feminine
touch now being used on Music Boxes was
described as: ‘having given up ledgers and bal-
ances to take up maintenance of a music route. She
makes the daily rounds, changing records, making
collections and doing repairs.’

Every jukebox that could be made to work was
back in business, with many authorities having to
impose a curfew to ensure that local residents
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IJUKEBOX ART

Rig/:l S/lr_uvers were one o/ several wired music systems on
oﬂer. Their Jis{inctive/y sly/eJ Mu/tip/mne acled as a juL’elvox

substitute, lwringing g/amour, as well as music, to its locations.
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Everywhere people praise the tone of
the new Modernized Wurlitzer as the
finest ever attained by any automatic
phonograph. An all-wood cabinet is
the secret. Greater baflle area is the
result. And the pay-off is marvelous
tone that keeps’em play-

ing, makes this the most

profitable phonograph

of all time.

VICE-SAVER TOO

Mechanical selectors make service seldom
necessary and simple indeed when required.
Here’s a break for over-worked Service De-
partments —a money-saver for Wurlitzer
Music Merchants. No wonder the new Mod-
ernized Wurlitzer with its beauty, its tone
and its freedom from costly service is a sure-
fire,war-time

profit pro-

ducer. Hear

it at your

nearest Wur-

litzer Dis-

tributors.




ROMANCE, PROFIT, AND TURMOIL

They were born and raised in this country. Until we
made them no other part of the world had even
thought of them. They were invented, built, sold
and zoomed into popularity by Americans.’

Besides establishing the jukebox, the war had
other effects which influenced post-war industrial
development. With the younger men serving in the
armed forces, the older generation were tempora-
rily in charge of trade, a large proportion planning
to retire after hostilities ceased. Consequently the
new era of trade would largely be in the hands of a
younger generation eager for change. Part of that
change involved recent developments in electro-
nics, plastics and metallurgy, which prompted a
brief, if unrealistic, vision of the future that owed
more to science fiction than fact. As Raymond
Loewy said, ‘Every writer with an extra sheet of
paper in his typewriter has dashed off a tale of the
“dream world of the future”, more because he knew
that such a story would make good reading than
because it bears any relation to fact.’ There was no
doubt that the jukebox explosion would continue
after the war and that the next generation would be
very different.

For the time being, however. the reality of the
jukebox meant a motley array of machines, ranging
from the latest Singing Tower and Victory to decrepit
pre-light-up models, for entertaining Americans at
home and abroad. Nonetheless wired music sys-
tems grew in popularity, partly because they could
fall back on a library of music to supplement the
shortage of discs, and partly because of the human
element. For instance, in 1943 the Los Angeles Times
reported that 18 female disc jockeys of the Wilshire
Amusement Company (described as the ‘World's
largest juke mill’) ‘Say that the telephonic small
talk that results when a nickel clinks into the juke
boxes is often “Out of Saroyan”. Lonely soldiers on
shore leave sometimes deposit ten or fifteen doll-
ars an evening in a jukebox just to have someone
to talk with”’ The same article gave a glimpse of a
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futuristic post-war world in which there would be
television jukeboxes ‘which will produce an allur-
ing voice, music, plus a movie of the juke girl’
adding ‘the girls are finding it difficult enough now
to avoid the jukebox dates, to say nothing of
proposals.’

Romance was not the only extracurricular acti-
vity for the wired systems. It was reported that they
were used to rouse sailors from bars when an
emergency called for shore leave to be immediately
cancelled. A further novel use was revealed when
Detroit newspapers of 1942 reported a court case
under the heading ‘Telephone Music used as a
front for Bookies’, which involved the illegal supply
of racing information. ‘One of the offices used in
the set-up was equipped with what is known in the
trade as a telephone music outfit. Police said it was
a front for the outfit to give racing information to
bookies . .

By the beginning of 1945 there was a different
kind of speculation in the trade press. With increas-
ing competition between a growing band of juke-
box manufacturers, it was uncertain how many
would remain profitable and survive. The prevailing
opinion was that not only would there be revolu-
tionary new machines from the traditional pro-
ducers, including AMI, John Gable, Mills Industries,
Packard, Rock-ola, Seebury, and Wurlitzer but a
likely influx of industrial giants (RCA, Philco, West-
inghouse, Zenith, Emerson & Farnsworth) keen to
exploit the market. Although there seemed to be
innumerable potential applications of the new
technology to jukeboxes, which had hitherto been
characterised by a quest for mechanical reliability
and stunning styling rather than great sophisti-
cation, only four of the established manufacturers
survived into the next decade and beyond. Gable,
Mills and Packard all perished in the post-war
turmoil, and all the while newcomers came and
went.



JUKEBOX ART

Cltapter Four

Now you hear it . .
now you don’t

The immediate euphoria and relief that came with the

end of hostilities was short lived. For many, picking up the

threads of normal life was traumatic, while industry found,
to quote the catchphrase of the time, ‘it couldn’t turn swords into
ploughshares overnight.' And in the meantime the communities

which had sprung up around, and geared themselves exclusively to

industrial, military, and naval centres dispersed, while life ebbed

from the bars and clubs which had been the focal point of

wartime leisure.

he music industry was surprised to discover

that as family life was resumed the jukebox was
in danger of losing the special place it had
acquired in the war years. To make matters worse,
there were no new exciting designs to stimulate
interest, and the jukebox that had been a good
friend through the war suddenly looked like a tired
old relic from an era most people were keen to put
behind them. The continuing shortage of materials
and labour (with many ex-servicemen taking time
off before returning to work, or taking advantage of
new educational courses), industrial unrest and the
winding down of existing government contracts
meant that only AMI could offer ‘'new’ machines in
1945. In reality they belonged to the venerable
Singing Towers. In addition to the existing 20Is
and factory-rebuilt versions, the mechanism was
guaranteed as new and housed in a redesigned
cabinet. Although still called Singing Towers they
were given a new model number - 301/.

At the same time Wurlitzer was advertising the
Victory, described as ‘the only new model since
Pearl Harbour'. But in general jukebox companies,
like the rest of manufacturing industry, was relying
on tantalising adverts assuring customers that
patience would be rewarded by outstanding new
models in the near future. In the meantime,
rumours abounded. Would the jukebox itself be
threatened by new technological developments?

In fact the changes that did occur on the music
scene went as follows. Tradio Inc, the main manu-
facturer of coin-operated radios (abundantly avail-
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able), was about to launch coin-operated tele-
vision, and several companies were now bringing
out coin-operated loudspeakers (which had first
appeared in 1939, but with the 1942 introduction of
a timer could now be used to supply a given
amount of background music. Seeburg had yet to
bring out its background music system, but others
were working on the idea, and there were systems
such as the John-Lee marketed by Musical Minutes
Inc, whereby a pair of linked 16-selector Wurlitzer
mechanisms could offer a programme of two hours
of continuous music before repeating. Meanwhile
newcomers to the field threw their hats into the
ring, including Bally, the pinball giants, who
announced it would apply its electronic expertise
to the John Gable mechanism. The trade press of
the time reported this ‘race’ as follows:

Nine starters are in the '1946 Phono Derby’ —
Aireon, AMI, Bally, Gable, Mills, Packard, Rock-ola,
Seeburg and Wurlitzer. Capehart will divide his
time between Washington and Indianapolis and
enter the field with his own machine. Add three
new Dark Horses. Roberts has left Mills and is
reported to be linking up with Kressburg, formerly
of Seeburg, on a deal with Filben to manufacture a
phonograph. Majestic is rumoured to still be on
the prowl and interested in this field and Zenith is
considering a coin-operated mechanism. This
would make an even dozen contenders for operator
business in '46. Hold onto your hats boys!’



NOW YOU HEARIT NOW YOU DON'T

The newcomer Aireon beat its established rivals in the race lo

bring out the fr'rst post-war /'uleelvax, backed with an extensive
aa’verlising campaign.
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A/l/mug/: auxi/iary spealeers were not new, Sce[mrg promo[cJ

them in conjunction with the Trashcan as ‘ l

‘scientific sound
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NOW YOU HEAR IT

Williams, another pinball manufacturer, also
announced they would be moving into jukeboxes.
As it turned out the most startling new jukebox
company, which together with Wurlitzer and See-
burg led the race to bring out new models was the
Aireon Manufacturing Corporation. Aireon had a
high-tech background and came from the west
coast where it had been the Aircraft Accessories
Corporation. During the war it made transmitters
for the army and navy, in addition to the sophisti-
cated radar-jamming equipment used in Libera-
tors, Forts, and Super-Forts. Aireon and its
subsidiaries also made radio communication
equipment for airports and the emergency services,
circuit breakers and controls, and pioneered quartz

NOW YOU DAGN'T

crystals. After the war it closed down many of the
plants it had acquired for war work and consoli-
dated into a massive Kansas City factory. This
rationalisation gave the company liquid assets of
approximately $4 millien. Although this is an

Lef! /)esignn{ l:y /\’aynmm/ Locwy, the Aireon’s cabinet
aJopleJ elements /mm the decorative juleclvox tradrtion — /ine
veneers, illuminated p/aslics and moving /r'g/ﬂ — yet achieved a
Inla/ly new /on/e.

Below Locuwu inmrporach a mup/c n/ visual puns on the
Aireon’s name and aviation [mckgmunJ with illuminated ‘wing

tips’ and revo/u'ng discs reminiscent o/ prope}/ors in the fmnt
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JUKEBOX ART

impressive background, the company's claim to
fame now rests not so much on its record-changer
system, a novel and ingenious mechanism which
was prone to malfunction or its electronics, but the
amazing styling of Raymond Loewy

The cabinet, alien to anything seen before, was a
classic example of post-war design, and if it came
as a cultural shock to the jukebox operators they
were initially won over by a massive advertising
campaign, the company’s impressive background,
and the promise of early availability. Reports of
unreliability amongst the first Aireons sited
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Above and l\)ig/d Classic a’esign or ju/eelvax kitsch, the

charisma of’tjze 1015 is still at work almost /xa//a century on.

That so many machines are still p/aying says much /ar its

unadventurous but solid engincering.

prompted last-minute modifications and intense
schooling for the service engineers. But the
damage had been done with many operators decid-
ing to stick with the old established names
Although by 1947 Aireon could boast of its ten
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JUKEBOX ART

thousandth machine, it was seeking export mar-
kets, a bad sign when other established manufac-
turers reckoned they would be hard-put to satisfy
home needs.

In any event, all eyes were now on the new
Wurlitzer, the legendary 10/5 Although not par-
ticularly innovative, (in fact in many ways it was a
cleaner version of the pre-war 950) Fuller's design
successfully combined the best elements from the
past — such as changing colours, bubble tubes, and
ornate metalwork — with a fresh presentation.
Although this conservative approach was out of
step with the post-war design revolution, Wurlitzer
had not previously subscribed to the modern
design ethos that had influenced Seeburg, AMI,
Rock-ola and Mills before the war. To ensure the
success of the 1015 the company embarked on a
massive advertising campaign. It was characterised
by the unprecedented step of selling the jukebox,
or rather the idea of it, direct to the public.

In an effort to ensure that the new post-war
society would not desert the jukebox, a campaign
of advertisements placed in popular magazines
between April and December 1946 depicted
cameos of ‘the American way of life’, with each
scene centred around the Wurlitzer. This was rein-
forced with nationwide billboard posters and the
offer of promotional items such as menus, drinks,
coasters and swizzle-sticks. All featured the top-
hatted ‘sign of the musical note’, and were bol-
stered with the catch phrase ‘America’s favourite
nickel's worth of fun’ This slogan created an outcry
in the trade, for with post-war inflation many such

as ‘Doc’ Eaton, general sales manager of AMI, felt it
was time to increase the price of listening to a

Below anclfo//oun'ng Wurlitzer took the unpreceJen[eJ step of
m/verﬁsfng the 1015 Jirec[/y to the consumer.
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\/l/mug/r the prismatic g/ass puuc/ retained the decorative
/“Wlics /na[*, tlw Nireon 1207 A nel'aﬂ/w/ess /ms a strong
industrial ¢ esign image. Its lop lunjge, combined with the use 0,/'

ice blue leShCS 15 rennniscent a/ Locwy s rc/rzgcralor Jcs:gns,
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NOW YOU HEAR IT

jukebox to one dime. The controversy spilled over
into 1947, when the New York Daily News featured a
cartoon of a jukebox with outstretched arms, cap-
tioned ‘Brother can you spare a dime." Wurlitzer
consequently dropped their slogan.

The main rival to the Wurlitzer 10/5 was See-
burg’'s new jukebox, the P /46, whose distinctive
opening lid and semi-cylindrical shape had earned
it the nickname ‘the Trashcan’. As innovative in
style as the Aireon, it had the advantage of the
reliable pre-war mechanism as well as Seeburg’s
good reputation. Seeburg emphasised its ‘scien-

NOW YOU DON'T

tific’ sound, expanding on the pre-war concept of
the jukebox now linked to extension speakers,
otherwise known as the teardrop and the bigger
and more ornate mirror (now often called the

The Wurlitzer 1080 was advertised in the same manner as the
1013, driving home the message that Wurlitzer was ‘the name

that means Music to millions”.
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roadhouse). With the advantage of hindsight we
now know the ‘Trashcan’ series (1946-48) was a
stop-gap measure. Nevertheless it remains a
classic design which together with Aireon, Filben
and Mills exemplifies 1940s industrial design
aesthetics.

Meanwhile in 1946 Rock-ola shared Wurlitzer's
faith in mainstream, bright, colourful jukebox art.

impact. AMI also favoured the decorative look, the
1946 Model A turning its back on the art-deco
skyscraper image which had made the Singing
Towers so distinctive, instead opting for elaborate,
garishly lit, sculpted, opaque plastic. In addition,

Remaiiing essenl:’a//y the same [/1roug/7 three modclc/mnges,

the 1040—1048 Trashcan was one o/t/w most successful late

Like Seeburg, the essential design of their forties jukeboxes.

machine, the Model 1422 was carried on into two
further models although the last of the series, the
1428, brought out in 1948, featured less metal,
relying on elaborately moulded plastic for its visual

ko .
g IaeE e ’1
N vl alle 1 e 1
"
wic g0 after om
et A€
‘:"r e bod? Al C PdCl
Ly " -
‘,\‘|,‘\||L'\'~‘\"‘ l[ory ek \\“\“‘L
p VOATMMES AY
o stand s o DI wory W all
o 3 , host . acits ! £ Ml cenhie s
‘ uks Ve o fmarh g, 16F :
pights ¥ S \ i 8 Yt PR erantd
-y UL , ) o P, s ety " g o\orE: Lt - \8
““.‘ I \ I 1 ? \ " £ i ““\4,—1 t e i ) Lt
al $ ’ N ki .
Pe o wilht s T ha! N Mot < ‘“\.\ G ot o ire _sw ¢ 1 T st [T
m\\.\\ 10 " the v o banstss i ‘ \peant 2 the 8 oee IS IR TE y ‘,“.\w- e W 5 s
Y \ . 410 ol 3 ) PR A .- pCEN >
"“"“\\‘“l \.uu-.\\\‘\' ol FRAL > agh 10 be : afaltorn? y s st Yok weldin® i Ang O andart
\ ¢ . .
e n."-‘\nﬁ\ \'\‘\\‘\ LAy nn“ v CAp Gyt Wb AN € ot e e ol ¢ s I
. ale M e 19 cap these
3y (Fabe¥ ettt MR e 107 \‘ Yav et ”‘\\\' Yhes ‘ e ey ' g $COPT
equipt desvE Nize b Y Tty nw ATCLL Fal Witk &
.-\'v\ \ ior ' e Thed IS b X he € ¥ \at \\\\ 3 {063 y roldem \
v Cap e en\e N, A e B
\\‘\\u\\ ' \\‘\..nl\ the ¢ 1de P fon (! Ay 1N ol fallor el it ‘ aa b
far EWIENT e s, O \ ol MY ol
o petviet e ko that ¥ detd Vi L ey e
w ving it AT
# panit Y o anet P s et the W % o et ol
¢ At LIy o o
: enientt = G u-“"" ene o t "'\‘\"‘ n per -
oy ke 95510 il fuk] ¥
yof g w il el
capa aperal @
1
aaint. mantt
cortomeie, n conirt
S, oy
L0 \\‘\‘ ' y prod .
,andd |
care @
e

66



NOW YOU HEARIT

”>

Lh-0LA

PEASRr e aw

Above /\/Illoug/l Inwiva”y the same as the 1040 model 14241,
Rock-ola’s 14120 of{/re next year showed Ura(ﬁz//peacelime
pmJuction had returned lw_u the extensive use .J/ metal castings

rather than the previous model’s wooden gri//e ('rig/:l).
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AMI increased its number of selections, unlike
Rock-ola, Seeburg and Wurlitzer, who had retained
their existing mechanical set-up One school of
thought argued that the jukebox should only be
stocked with current favourites, all of which would
be played intensively, but AMI decided the future
lay in offering a greater choice. The Model A there-
fore had a mechanism offering 40 selections
Defending this expansion AMI issued the following
statement

Music has played an important part in American
life and acted as a tonic even in the most difficult
time Phonographs won't stop playing when our
music loving Americans get out to enjoy the new
automatic phones and the new records, for now the
war is over a market that has been starved during
the past several years will have to be satisfied. The

popularity of the phonograph has increased and it
is the best source of music, variety and selection
The automatic phonograph throbs with life when
the nickel impulse sets the platter spinning
Selectivity emphasises the appeal of automatic
music and feeds the customer’s hunger for certain
tunes. With increased selectivity, interest jumps to
a higher level The very variety of abundant
selection is bound to spice up the location and
stimulate player appeal. We feel increased
selectivity is a rich plum for both operator and
location owner

Fven the economy Pla-Mor /170/01(') had an air u//u.wry, while
//w massive motoriseJ Im”ruom spea/eer (rig/: t) uJJcJ g/anmur
to a hidden installation.
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Meanwhile, other manufacturers were mooting
the idea of mega-selections. Reports were heard of
a Swedish invention (also of 1947) which was a
‘revolutionary new automatic phonograph which
virtually provides a complete music library on tap.
This consisted of a record stack holding 50 discs
providing about 7 hours of continuous music. The
records are held in an upright position and are
played in the same position. Records do not turn
over. Two turntables revolving in opposite direc-
tions are provided for playing both sides of a disc,
and two tone arms are employed .. " It was thought
that this system, with a radio, could become a
home entertainment unit or a jukebox, but there is
no evidence that this idea was greeted with any
excitement. The trade was used to hearing stories
of brilliant inventions, and multi-selection was still

not regarded as particularly desirable Future
developments were eventually confirmed by See-
burg. At the end of the decade it brought out a
100-selection machine that settled the question
once and for all.

The new wave o/sma// post-war manu/ac(urers were uu/elterm{
/v_u any established image, /eaving them /rec to [m‘ng out

adventurous new Jesigns.
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Packhard’s novel seloction system was !v_u means a/ a wallbox
incorporatmj into the cabinets o/t[xe Pla-mor and Manhattan.
Known as the Hul/er, this on its own lvecame a universal

; D
selector, much used with other manufactumrs equipment.

71



[JUKEBOX ART

The post-war jukebox scene was still in a state of
flux. Challenge Industries announced a 30-
selection machine, but within a few months the
company was under congressional investigation
and during this time one of its factories burnt down
in suspicious circumstances. Concerned as ever
about a bad press, the jukebox establishment was
horrifed at the scandal: ‘Wait until it is revealed
that the firm is now in the newspaper-classed Coin
Machine Business. The fireworks will start imme-
diately’. One good outcome was that the 30-
selection mechanism was taken over by Filben,
producers of one of the most visually distinctive
jukeboxes of all time.

By 1947 the worst of America’s production prob-
lems were resolved, but the nation was now facing
economic problems raising the spectre of reces-
sion. However, the jukebox industry eventually
settled down to a balance of power which was
much the same as in 1942. And to complete the
picture Senator Homer Capehart returned to the
fray with the Packard Corporation’s Pla-mor juke-
box. Although this is a distinctive piece of equip-
ment, Packard is best remembered for the wall box
which accompanied the Pla-mor jukebox. Its adap-
tability ensured its survival long after the Pla-mor
had gone. In 1948 Packard brought out its last
model, the luxurious Manhattan. The demise of
Packard, and the departure of Capehart from the
scene, meant a major strand of jukebox history was
at an end. Meanwhile Mills was desperately trying
to keep its name alive by advertising the exciting
prospect of a new jukebox. In fact post-war produc-
tion was proving especially difficult for the com-
pany. If anything, Mills was by now more
associated with the Panoram than the jukebox, so
it could not even count on extensive customer
loyalty. A further problem was the rush to buy other
manufacturers new equipment in 1946; this,
coupled with a downturn in the nation’s economy,
put Mills, as latecomers, at a disadvantage. Mills
Industries other divisions were back in production
with refrigeration, a sophisticated dispenser for
Coca-Cola which, unlike the existing bottle ven-
dors, actually mixed the drink and was capable of
vending 180 cups of fresh coke an hour, and the
development of the Panoram into Sono-Vision, a
marketing and educational audio-visual aid.

The Mills’ phonograph division was at this time
burdened with the development costs of a new
40-selection mechanism, and an obsession with
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quality that resulted in the 1947 Constellation being
the most over-engineered jukebox of all time.
However, the design of the Constellation had the
distinction of being one of only a handful to step
outside the parameters of jukebox aesthetics into
the wider area of American industrial design. Like
Seeburgs 1948 Model 148 ‘Trashcan’ the cabinet was
all-aluminium, but whereas the Seeburg was sim-
ply an existing design transferred from wood into
metal, with the metal finished in artificial wood
grain, the Mills was very special. The seamless
cabinet made by the Bell Aircraft Corporation had
an immaculate painted finish, (in blue, burgundy or
gold) and relied on an understated decorative
aluminium grill and moving coloured light to pro-
vide the mandatory visual entertainment. Yet in
spite of all this the Constellation, together with the
de-luxe version the Ensemble, (which was matched
to a stylish extension speaker) hardly stood a
chance. Not only had production delays made
them latecomers, but the new mechanism gave
teething troubles, and these, as with Aireon,
became a jinx. Other divisions of Mills were also
having problems, and this historic company, one of
America’s oldest, suffered the ignominy of chapter
Il (voluntary) bankruptcy in 1949. Despite the hype
and undoubted success of the Wurlitzer 1015, the
jukebox market was not the gold mine many had
predicted it would be. The departure of Mills spelt
out there was no room for mistakes. The Constella-
tion suffered one final indignity — being taken over
by Evans.

In 1946 Wurlitzer determined to return to the
heady days of the early 1940s. The 10/5 was soon
joined by the radically different Model 1080 Colonial,
a serpentine eighteenth century-style cabinet
enhanced with discreetly lit mirror panels which
contrasted drastically with the 1015. However, it
was advertised in the same manner, in popular
magazines, offered as a relatively conservative
jukebox suitable for establishments which would
otherwise find the idea unacceptable. In fact this
marketing route had already been taken with the
780, and was further proof that Wurlitzer had one
foot in the past. In contrast they advertised the

I\’iglﬂ In contrast u'it11 tlre genera/ move lowards a new, moJem
style, Wurlitzer's 1080 was an exercise in nostalgia. Its
eighleenth century-sty/eJ cabinet was Jesigned to appea/ to
consercative sites where a conventional ju/eelmx would look out o/

p/ace.
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Above and Right Lvery detail of the 1080 emphasised its
antique look, with even the back door mura/cw/eing ciglﬂecn[/y

century /u,\'ury,
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1947 Model 1100 as the first real post-war jukebox.
Destined to be the last designed by Paul Fuller,
who thereafter retired through ill-health, it is in
many ways the last real Wurlitzer. From this point
on the company’s once special image dwindled in
the eyes of the public. Design rather than technol-
ogy had always been the main ingredient of its
success, only in the post-war period design made
few concessions to the future.

The main features of the 1100 included a
reduced scale (1945 trade press predictions were
for smaller, lightweight designs), pared down and

simplified decorative metal work, a wood-grain
one-piece aluminium ‘front-door’, a massive ‘bom-
ber window' dome which opened up revealing the

Rig/rl The last ju/ee}’ox JesigneJ [vy Paul Fuller retained the
g/amaur which had made Wirlitzer so distinetive, whilst

recognising l/w trena/ tou’an/s sma//er, /ig/z[er mac/:ines.

Below Brilliant, /aceteJ p/aslics gave a harder qua,r'ly to the
moving coloured /ig/rt that had heen one of Fuller's trademarks.
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JUKEBOX ART

changer mechanism, and faceted clear lower plas-
tics which had the effect of producing a brilliant,
hard light from the revolving colour cylinders which
represented a final link with pre-war style.
Although the changer system remained essentially
the same with no indication that Wurlitzer thought
the public may be getting bored with it or that it
envisaged increasing the 24-selection, the sound
and selection systems were radical improvements.
The 1100 was now equipped with the new, light-
weight, plastic Zenith tone arm, with a crystal
cartridge and a ‘floating’ stylus. This system neces-
sitated the introduction of a pre-amp and although
not the first use of crystal cartridges which Rock-
ola had pioneered, the slender Cobra tone arm
gave visual emphasis to a more delicate and
sensitive handling of records. The 1100 also fea-
tured an animated electric title display which
served to provoke interest in the titles because a
button had to be pressed to view the entire selec-
tion. This also did away with the array of buttons
which had been a feature of previous models,

82

achieving a neat, compact look. The new sound
system was incorporated into those /080s which
had remained unsold, and the ‘new’ model was
designated the 1080 A.

Another company to realise small meant beauti-
ful, now that jukeboxes were no longer the social
phenomenon they had once been, was AMI. Its
scaled down Model B of 1948 retained elaborate
moulded plastic, though now confined to the top
canopy. It was available in a choice of either light
or dark finished wooden cabinets. Such changes
however, could do little to counter the threat from
a revolutionary form of entertainment — the tele-
vision.

By 1948 the jukebox was under threat from new
competition. Television was not only keeping
people at home but also appearing in bars, where
the jukebox had once reigned. The New York
Television Company now introduced a system link-
ing the TV with personalised speakers, a nickel
allowing the patron six minutes of television listen-
ing. To add insult to injury, the Telejuke Corpora-
tion introduced the Speedway, a television unit
designed to be mounted on a jukebox, as well as a
special cabinet to house both a jukebox and tele-
vision. With the government announcing the open-
ing up of wave bands to allow a projected 900 TV
stations, this was a real threat.

Lefl The AMI Model B fe” in with the genem, trend towards
smaller juleeboxes, and a/thouglz the top canopy was o/ umatc/y
moulded p/asﬁc, the Jesign demonstrates the move away fmm

ostentatious sly/ing.

Rigltl Alternatives to the ]uleebox - soplﬁslicatea/ music
systems which would make the co/ourfu/, coin-operated

machines obsolete — now threatened the inJustry.
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JUKEBOX ART

Even as a source of music, the jukebox was
vulnerable. In the home some 66 million radio sets
received broadcasts from about 2,000 radio sta-
tions, and the growth in domestic record players
looked set to match that figure. Meanwhile, out of
the home background music was becoming com-
monplace, with companies such as the Storecast
Corporation providing this service for grocery
stores. As more Americans stayed at home bars,
clubs and restaurants reported a downturn in
trade, and were increasingly using TV or back-
ground music (either coin-operated or free) rather

Far rig/tt The 1958 Rock-ola 1458 (120 se/edions) toget/rer
with its companion moa’e/, the two hundred selection model
1405, represent the last o/!/reﬁfties ‘bandshell” look. Both
were also assembled in Europe, Jrﬂ;zring ﬁom the American

origina/s on/y in cabinet /inis/x.

Below and rr'gllt AMUI’s Automatic Hostess continued the
pre-war idea of the le/epllone ju/ce[vox, u‘/rereby gr'r/ ‘dee jays’

aperating/rom a 'ju/ee mi//'o/%reJ a selection ﬁ'om a music
/il?rary.

than the jukebox. Contemporary trade reports
questioned whether there were now as many juke-
boxes as in the pre-war days, while a finance house
confirmed that the average operator was buying 1
or 2 jukeboxes at a time in contrast with 5 or 10 in
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1940. Jukebox operators were told that background
music was not a threat.

Heaven is supposed to be a place of eternal music,
so it is not likely that people will become surfeited
on music — good music. It does mean that all who
offer music to the public must give more attention
to its quality. The phonograph operators also had
the trump card of selectivity, of allowing the
customer to choose the selection he pays for. But
music operators cannot depend on the customers
to grasp the value of selectivity in the midst of so
much music. The phonograph trade must do more
and more promotion, more advertising, more
merchandising of the special advantages it offers in
its music.

The flaw in the argument is obvious — the musically
sophisticated public of 1948 found jukebox selec-
tions strictly limited. For example, Wurlitzer, Pack-
ard’'s Pla-mor and Manhattan were still offering 24
selections. Seeburg and Rock-ola were offering
only 20 (with the latter vehemently asserting that
this was quite sufficient). Filben improved the
score with 30, while Aireon and AMI offered 48 and
40 selections respectively, although this was
achieved by playing both A and B sides. it was
obvious that this limited selection would not save
the jukebox

In the wider sense, 1948 was a year of bad news.
There was talk that America could go to war against
Russia, while labour relations and the economy
were in bad shape. James Ceasar Petrillo, the boss
of the musicians union (whose battles with the
jukebox industry had caused a ban on his members
making records during the war years which was
only lifted on the personal appeal of President
Roosevelt who argued that music was an essential
morale-booster) resumed his fight when peace
deflated the patriotism argument The ban on new
recordings was resumed. Furthermore, it seemed
increasingly likely that copyright laws would be
amended to put a royalty tax on jukebox music.
Nevertheless two separate events occurred which
gave a foretaste of a brighter future. One was the
short-lived appearance of the Filben Maestro, whose
dynamic styling pointed the way to the 1950s. The
other, which was destined to save the jukebox, was
paradoxically a major development in background
music, for many the chief threat to the industry.

Below and Right Massive faceted plastics borrowed fram
the Wurlitzer 1100 and the unique cobra’s head grille motif
show the Filben Maestro to be a product o[ the forties.

Even so, its button bank and aggressive lines indicate the

shape af tln'ngs to come.
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Clzapter Five
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It is likely that the antipathy of the Jukebox trade to background
music blinkered it to the salvation offered by the introduction of
Seeburg's Select-o-Matic 200 Library system in March 1948. As well
as offering AM-FM radio, a PA system and a tape recorder, this
device had a 200-selection (100 disc) changer system. All these
features were contained in one cabinet, which included the facility
for programming using a pre-set timer, for transmitting via telephone
lines, for operating and controlling the volume remotely, and for
selecting any record in any order.

Looking back one wonders how the jukebox
world could have been so blind to the obvious
fact that this could indeed be the jukebox of the
future. Seeburg themselves obviously kept quiet —
after all, they still had the 20-selection Model 148
‘Trashcan’ to sell! Seeburg described it as ‘The
most brilliant achievement in Commercial Music.’
No-one could have been in any doubt that it would
change the course of jukebox history. The mech-
anisms previously used, some of which had their
roots in the pioneer days, were instantly obsolete.
The Select-o-matic was a masterpiece of compact
precision engineering. Radically innovative, playing
either 10 inch or 12 inch 78 rpm discs vertically but
using only a single tone arm, it was the result of
research that started before the war. The newness
of the mechanism was matched by the cabinet
styling. For the first time since the 1930s the
mechanism was exposed to view, despite Seeburg's
1946 statement that: ‘The time is past when the
public is entertained by watching a selector mech-
anism. Musical taste and public discrimination
have advanced, and as the novelty of coin-operated
phonographs has worn off, there is more and more
insistence on quality music reproduction.’” Those
sentiments clearly did not last long because the
new mechanism with its transverse action spanned
the entire width of the machine, on full view under
a simple curved glass reminiscent of a display case.
The casework was of striking, striped wood with
sharp angles, and the grill of simple chrome plated
strips that picked up the reflections of a concealed,
animated colour-screen.

Designed by Nils Miller, the jukebox matched
the move towards ‘Swedish Modern’, a term first
heard at the 1939 World's Fair. Progressive Ameri-
cans were quick to buy modern Swedish furniture

ONLY SEEBURG

HAS THE
Setel{ Hhtic
O

MECHANISM

Above Seel)urg s select-o-matic mechanism was a unique piece
o/ precision engineering which made other fuleeboxes old-
fashioned ovemigltl.



in the immediate post-war period, partly because
of its instant availability, the result of Sweden'’s
neutrality during World War II. Swedish Modern,
synonymous with the latest in furniture design, was
an appropriate new look for this jukebox given
Seeburg's Swedish origins and close cultural links
with the country. Furthermore, the fact that See-
burg had developed this jukebox was reassuring to
the trade. The company's impeccable reputation
for quality and sound engineering gave much
needed credibility following the high mortality rate
of bright new hopes. As the trade press commen-
ted: ‘This manufacturer not only is one of the major
coin phonograph producers of the country, but was
a pioneer in the fine instrument production of the
early days, having produced pipe organs, pianos,
and mechanical orchestration systems and pacing
the industry in coin phonographs since the return
of such equipment along with Repeal in 1934’

This quantum leap in the design of the Select-o-
Matic which doubled or quadrupled a jukebox’'s
capacity instantly made such machines a viable
proposition again. Its other strength was in having
a wide selection of discs, offering music for various
occasions, ranging from mellow mid-afternoon
gatherings to the nightime crowd. The jukebox
industry, or at least those operators who had
signed up with Seeburg, could now face with
renewed confidence the threat which had looked
set to exterminate the American jukebox.

Yet, before the industry became too self-
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Above and below The Chantal Meteor 200 ranks as one of
the most unique/y sly/eJ o/a// jukeboxes. Unforlunule/y, as the
new wave of, \merican manufacturers who sprang up afler the
war discovered, most operators pre/erred to deal with established

names.
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satisfied, it had to act. It had to follow in Seeburg’s
footsteps by increasing disc selection and improv-
ing its styling, which had too often been an old-
fashioned cosmetic package. The value of the Select-
o-Matic was that it balanced mechanism and styl-
ing, or form and function. The problem this posed
for the competition became obvious when Joseph
Clements, in the difficult position of taking over
from Paul Fuller whose style had given Wurlitzer its
identity, aped the new cabinet layout while retain-
ing the traditional Wurlitzer theatrical look. Not
only was the Model 1250 a regressive step after the
compact /100, but an inconsistent one. And the
result was a comparatively cumbersome design.
Wurlitzer did however double its selection by
enabling both sides of the record to be played,
using two tone arms, yet the whole machine reeked
of compromise, even to the extent that on exam-
ination there are indications that Wurlitzer had
hoped initially to make the 1250 a 60-selection
machine. These weaknesses should not, though,
invalidate the jukebox entirely. To many, the See-
burg must have seemed too clinical and design
orientated, while the 1250 had the advantage of
being faithful to the tradition of jukebox glamour.

With the eventful 1940s in the past, the industry
was reconciled to the jukebox having lost its
unique character. The beginning of a new decade
also put a spotlight on social changes which put
their stamp on the 1950s. The most significant, for
the jukebox, was its new status as a symbol of the
American way of life for the rest of the world, which
seemed mesmerised by pop culture, particularly
films, television and music. The American influence
dominated Europe both culturally and economi-
cally — the Marshall Plan was pumping seventeen
billion dollars into putting Europe back on its feet.
Outside the USA many were seeing American prod-
ucts, including jukeboxes, for the first time. And the
most dramatic example of the jukebox symbolising
American culture and new industrial design was
the inclusion of the Seeburg ‘Trashcan’, in the
display of American goods and industrial products
at the Japan Trade Exhibition held in Yokohama in
1949.

While America was receptive to European and
Japanese influences, the rest of the world was
equally interested in what had been termed the
‘Coca-Cola Culture’. The growth of a world market,
which prior to the war had been in its infancy, had a
drastic effect on the American jukebox industry.
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Not only were sales of new products enhanced, but
more importantly an outlet was provided for
second-hand equipment. This meant that Ameri-
can operators could change over their models
increasingly rapidly. Indigenous jukebox industries
too were spawned in other countries. The resuits
were varied, ranging from the good to the bad and
the positively ugly. On that score Seeburg had no
need to worry; the company was still calling the
shots.

Towards the end of the 1940s vinyl records began
to appear, and although the majority of discs were
still 78 rpm singles, new technology allowing for
closer grooves resulted in the 334 LP which
Columbia introduced in 1948. This was designed
for, and gave further impetus to, the growing home
entertainment and background music markets. It
was closely followed by the next stage in the
modern record, the 7 inch 45 rpm record which RCA
launched in 1949. Seeburg was in close co-
operation with RCA, who accepted the point which
had been frequently made by the jukebox trade,
that jukeboxes were a major factor in making discs
into hits. Previously the jukebox manufacturers had
felt that the record companies had not given them
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The introduction of the 45 om record meant Seel)urg was in the
unique position of having the only system, the 100B (above),
which could handle the seven inch disc, a/llzouglr other makes as
well as Seeburg’s own 100A could be adapted from the ten
inch 78 rpm to the new discs. Seeburg also introduced the ﬁrst
one hundred selection wallbox (rr'glzt), which was to be useJ,
either with a juleebox ora 'hideaway "unit so extensr've/y througlr
the ﬁfﬁes that it is now regardec/ as an essential

element of ‘diner art’.
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JUKEBOX ART

the recognition deserved, and outside of Seeburg
the industry felt the decision of RCA to make discs
which could not be played on their machines was
another chapter in its decline.

There was small consolation when the truth was
revealed. Seeburg unveiled its 1950 Model 100B
(superficially a scaled down 100A) which played the
new 45 rpm discs! To pacify those who had only
recently bought the /00A, Seeburg had a pro-
gramme for converting it to 45 rpm. But existence
of three record speeds did now have enormous
consequences. Columbia was marketing a record
player to accommodate 33'4 rpm discs (with record
sales topping one million in the first year), concen-
trating on home entertainment so successfully that
other record companies were also obliged to bring
out 334 discs, including RCA which was marketing
a record player for the 45 rpms. Pop music singles
were also beginning to be divided, with records
aimed at an affluent mainly white audience being
increasingly available on 45s, while 78s were aimed
at people who were not buying new record players.
At this time the record manufacturers, shops, and
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The AMIE was, in many ways, a transitional stage between
/or(ies and fifh’es sty/e. The clmnley lower p}astr'cs ci)ange colour
with turning cy/inJers in the /orties " tradition, but the clean
cabinet lines led natura”y into the success/u/ F and G models.

radio stations were explicit in their racial categori-
sation of music. This was to have drastic social
consequences for the jukebox.

The musical strands of jump R & B, western
swing and hillbilly which had become popular
during the 1940s began to fuse into embryonic
rock'n’roll giving teenagers, who had at the same
time been emerging as a distinct social group, their
own music. In fact the teenager had been a major
user of the jukebox — or the jive crate — through the
1940s. (Wurlitzer's advertisements portraying ele-
gant society in evening dress gathered round the
jukebox were more an indication of the trades
craving for respectability than reality.) Now, how-
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"GEE DAD, IT'S A WURLITZER"

ever, the teenage market was becoming increas- Although Hawtins was a large concem, its first (Victory style)
ingly affluent. Although the industry pretended to Music Maker showed the limitations in its styling. Most, if not
ignore this factor (not until 3956 did teenagers all original Music Makers were subsequently re-housed in the
appear in promotional material with the Seeburg new MKII cabinet.

KD), the jukebox was inextricably linked with teen-
agers and rock'n’roll through the whole of the
1950s. But as the jukebox became the prime source
of rock'n'roll it found itself a target.

In 1956 the following report was published.

Birmingham — rock'n’roll was blasted here last
week by the White Citizen’s Council, which has
started a campaign to rid all jukeboxes of
rock’'n’roll platters. Local coin machine operators
said the plan was ‘fantastic’ and that they had not
yet been contacted by the Council. However, Asa
(Ace) Carter, executive secretary of the North
Alabama Council, speaking at a rally here last week,
charged that the rock and roll music — the current
rage of the southern white teenager — was inspired
by the National Association for the Advancement
of Coloured People and other pro-integration
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forces. Carter indicated that the Council will
publicize the name of any operator who refuses to
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