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DEDICATION —

To the millions who flocked to a new medium, thereby supporting those who
entrusted the microphone with their various harmonies, technical know-how,
songwriting talents, instrumental strength and individual skills, all subject to
the turn of a dial, perhaps to be retained only as a memory, preserved by chance
photographs, sound recordings and anecdotes of a golden era.
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In a brief span of thirty years, ra-
dio music has seen its apogee as the
most dominant factor in the industry.
During that time, it was shared in be-
coming one of the prime influences
in altering the complexion of society.
Despite the fact that nature abhors
change, the music cyclorama of the
previous decades found itself com-
pelled to redeploy its structures, insti-
tutions and personnel.

As it did so, it became an increas-
ingly efficient and integral part of
humanity’s behavior pattern. Mon-
eyed interests established the eco-
nomic validity of what was once re-
garded as hazardous in relation to
capitalization.

Utilizing this melodious product,
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Preface

a new advertising medium sprang into
prominence. There had to be a radio
in every home, office, cocktail lounge,
moving vehicle or even to be carried
around. Exploitation of music publi-
cations, phonograph records, dance
and entertainment emporiums, and all
related personnel flourished. Fame
became worldwide. News media had
a ball. Radio news columns and maga-
zines appeared.

With the advent of television, the
preponderance of commercially sup-
ported programs shifted away from
radio.

This altered the more personal
aspects of musical identification. Live
music on radio became relatively re-
placed by recorded alternative, with
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financial largess deriving from local
sponsors. The “old days” now fell into
the category of nostalgia.

Through the following pages, we
are given a more intimate perspective
of those exhilarating peak years of ra-
dio music.

Radio Music LIVE
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Grandioso
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Stirrings of a
Music Giant

As kids in the 1920’s, we were caught
up in the scramble to tune in music
from the ether waves. We passed
through all the phases — homemade
crystal sets, endless not-very-technical

experiments with various types of
batteries, battery chargers, transform-
ers, tuners, dials, tubes, earphones,
speakers, antennas. It was music that
attracted us to radio — that new en-
tertainment medium which began as
a fad for boys and wireless telegraphy
hams and ended up as the favorite na-
tional pastime.

As young men during the 1930’s
and postwar 1940’s, we could find em-
ployment from time to time in music
publications, fan magazines and trade
fields, which opened doors for us and
established contacts with some of the
influential personalities of Radio Row
and Tin Pan Alley. Our association
with publishers, editors, radio studio
personnel, press agents and entertain-
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ers allowed us to observe from the in-
side much of radio’s early develop-
ment. Certain men and women stand
out when we recall those storied mu-
sic programs that first drew enthusi-
astic public attention. We think of
bandleaders Paul Specht and Vincent
Lopez, The Happiness Boys (Billy
Jones and Ernie Hare), Wendell Hall,
the Coon-Sanders Kansas City Night
Hawks, Jessica Dragonette, Harry
Reser’s Cliquot Club Eskimos, Vaughn
de Leath, The Silver Masked Tenor,
Harry Horlick and his The A & P Gyp-
sies, Dorothy Gordon. Each signifi-
cantly influenced radio music.

Paul Specht may not be as well re-
membered as Jean Goldkette, Paul
Whiteman or Isham Jones, yet his con-
tribution to early radio was impres-
sive. Specht was on the air with his
band at every opportunity when other
top maestros were content with their
one-nighters, theater dates and record-
ing sessions; they were skeptical of the
microphone. One Specht fan was Dr.
Lee De Forest (often referred to as the
father of modern radio) who invited
the Specht band to participate in im-
portant experimental broadcasts.
One such transmission, from Detroit’s
new Station WWJ in September 1920,
demonstrated improved microphone
technique in broadcasting a full or-
chestra. Thus, Specht had a head start
in broadcasting know-how, which
stood him in good stead later when
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we used to dial him batoning The Ty-
dol Radio Orchestra at prime time
and on late-hour dance music from
New York’s Hotel Alamac.

In 1921, Vincent Lopez was already
an established pianist-bandleader,
playing “Nola” and “Canadian Capers”
and directing music for dancing in the
Grill Room of New York’s Hotel Penn-
sylvania. Asked to sub for a last-minute
cancellation on Station WJZ one No-
vember Sunday afternoon, he willingly
presented, for free, his entire orches-
tra in a program transmitted from the
studio microphone. The following
week, a deluge of phone calls and let-
ters praising the Lopez music con-
vinced him radio offered a bright fu-
ture for a bandleader. WJZ wanted a
repeat broadcast. Lopez proposed that
he and his band perform from the Grill
Room with the music piped by wire
to the station transmitter and from
there onto the air. The hotel owner
and WJZ agreed and cooperated. In
December, Lopez’s piano and orches-
tra went on the air regularly right from
the Grill bandstand.

Following the success of those
first remote broadcasts of Vincent
Lopez’s orchestra, other music pro-
grams were wired from where the ac-
tion was — directly to station transmit-
ters and from there to loudspeakers
throughout the station’s range. Lopez’s
idea had caught on and opened the way
for the wonderful after-hours dance
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band “remotes” we all enjoyed turning
in throughout radio’s heyday.

In October 1921, singers Billy
Jones and Ernie Hare made their bow
to East Coast airwaves. A pair of ex-
perienced showmen with tried and
proven musical fare, they were just
what radio needed. Ballads, plus mu-
sical ditties laced with laughs, were
their speciality. As The Happiness
Boys, The Interwoven Fair and The
Best Food Boys, Jones and Hare were
among the first entertainers to prove
that a radio music program could sell
a sponsored product, such as candy,
men’s socks and food. They were
ahead of their time and set many pre-
cedents, and they enjoyed eighteen
years of radio success, much of it on
coast-to-coast hookups.

While The Happiness Boys were
making their bow to Eastern radio au-
diences, Wendell Hall, an established
vaudeville star, was having a go at radio
in the Middle West. As The Red-
headed Music Maker, he weighed in at
Chicago’s KYW*, offering songs
(mostly his), patter and his own ac-
companiment on the ukulele, the in-
strument that was the current rage
among the college set. Hall started at
$25 a week at KYW for a shift begin-
ning at 3:00 p.m. and continuing to

* Later on, call letters KYW moved from
Chicago to Philadelphia.
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3:00 a.m. — probably not bad pay in
those days when broadcasters could
get all the amateur music talent they
wanted for nothing.

Hall’s song, “It Ain’t Gonna Rain
No Mo’’, was a sensation on the air
and was the top-selling Victor record
of 1923. He moved on to WEAF to be-
come a star of The Eveready Hour.
From then on, he headlined in com-
edy-variety, directed early broadcasts
at The Fitch Bandwagon in 1932 on
national hookup, and teamed with
Milton Berle on Gillette’s Community
Sing on Sunday evenings.

There are still a lot of us around
who used to tune in to WDAF, then
the Kansas City Star station, to catch
the late-evening dance music of the ex-
citing band directed by pianist Joe
Sanders and drummer Carlton Coon.
Announced as the Kansas City Night
Hawks, the band’s popularity was due
to its skillfully scored arrangements,
which starred the musicians by sec-
tions rather than by individual solos.
The two affable leaders kept tab of lis-
teners’ requests and generously
obliged, naming their fans and chat-
ting with them through the mike. The
band outgrew Kansas City and moved
to the Black Hawk Restaurant in Chi-
cago with a powerful WGN nightly
wire and a coast-to-coast NBC net.
While there, Coon-Sanders competed
with Guy Lombardo and his Royal Ca-
nadians, who were on the air from the
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Granada Cafe. Bookers in the Big
Apple beckoned, and Coon-Sanders
moved up to the Hotel New Yorker.

Coon and Sanders valued commu-
nication with their radio listeners and
issued membership cards to a Night-
riders Club. These cards are collector’s
items today. Each card had a space for
the fan’s name and was imprinted
with head shots of Coon and Sanders.
(If you have one, you might use it in a
swap for some other rare bit of radio
memorabilia — like a Tom Mix Wran-
gler badge or a Radio Orphan Annie
ring or a mint condition Charlie
McCarthy clock.)

Jessica Dragonette, the lovely
little soprano who won so many
hearts during her years as a star of such
pioneering radio shows as The Philco
Theater of Memories, The Cities Ser-
vice Broadcast, The Palmolive
Beauty Box Theater and The Satur-
day Night Serenade, came to the air-
waves directly from success on the
stage. Her first radio appearance was
with Roxy and his Gang. Her debut
as a soloist was under the direction of
Harold Sanford on WEAF’s Musical
Comedy Hour, on which she was cast
as Vivian, the vivacious Coca-Cola girl.

At the peak of her career, Miss
Dragonette was familiar with the
scores of seventy-five musicals, most
of which she could perform without
reference to the score. Her voice lent
itself to electrical amplification and
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was at its best when heard on radio.
One was the
Jessinette Club of Denver. On tour she
performed to SRO crowds. She is be-
lieved to have been the highest-paid
female radio star of her time.

No doubt about it, one of the most
cheerful, relaxed, sparkling, uplifting

Fans formed clubs.

music programs of the 1920’s was
banjoist Harry Reser’s broadcasts, fea-
turing the Cliquot Club Eskimos at
nine o’clock on Wednesday evenings.
Reser used to set up his band in E Stu-
dio of the American Telegraph and
Telephone Building in New York’s
lower Broadway. From there, the
strains of the rollicking “Dog Trail
March”, with its barking huskies,
sleigh bells and cracking whip, rallied
fans to gather around the loudspeaker.
Graham McNamee was the announcer.

A typical Cliquot broadcast in the
spring of 1927 featured band and so-
loists in “I Haven’t Told Her, She
Hasn’t Told Me”, “Sorella”, “Songs of
the Volga Boatman”, “Me and My
Shadow”, “From the Cotton Fields”,
“Yellow Dog Blues”, “Gypsy Rondo”,
“If You See Sally”, “Darkies Jubilee”,
“Yes She Do, No She Don’t”, “My
Hero”, “Kansas City Blues”, “A Little
Smile, a Little Kiss”, “She’s Got ‘IT"”,
(McNamee inserted the plug that bis
description of “IT” would be a case of
Cliquot Club ginger ale), and for a
grand finale, played at breakneck
speed to beat the time clock, “Entry
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of the Gladiators”. Those were the
days before so many stuffed shirts and
so much pomp and ceremony began
to dominate the radio scene.

Vaughn de Leath was tagged
“First Lady of Radio” and “The Origi-
nal Radio Girl” by fan magazine writ-
ers who believed hers to be the first
solo female voice heard in experimen-
tal transmission. Those primitive
broadcasts gave her a boost that led to
star billing on her own shows. During
her career she often requested her title
be changed to “The Original Ameri-
can Radio Girl”, as some claimed the
first girl singer on the air was an Ital-
ian who took part in Marconi’s ex-
periments. Whether or not Vaughn de
Leath was the Original Radio Girl, one
fact remains: She was the Original
Crooner. She sang on radio when mi-
crophones were far from perfect. She
soon discovered her voice came over
the air best when she sang soft and
low in an intimate “crooning” style.
Other singers got the idea and imi-
tated her. Crooners, good and bad,
turned up everywhere.

If you had dropped in at the main
studio of WEAF on a spring evening
during the late 1920’s to see and hear
The Silver Masked Tenor and The Goo-
drich Silvertown Cord Orchestra, you
might have been disappointed to see
the star not only without his silver
mask but also sans coat and tie. In fact,
during those early years neither the
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glamorous tenor nor the musicians of
the large orchestra were likely to ap-
pear in the studio as they always did
in the full dress they wore for public-
ity photos. The reason was logical. Be-
fore air conditioning, radio studios
were veritable hotboxes when it was
warm outside. And since radio pro-
grams were aimed at the ear and not
the eye, stars and studio staffers could
dress casually.

But with or without his props,
The Silver Masked One always turned
in a good performance. When he
stepped up to the microphone,
cupped his left ear with his hand and
sang “Dawn of Tomorrow” or “Bells of
Killarney”, you knew that the mystery
man of music, whose identity was
carefully guarded by his sponsor, had
scored another triumph. His fans en-
joyed speculating as to who he really
was. For years he earned top money
and toured the country playing to
packed vaudeville and film houses.
When his popularity waned as differ-
ent styles of singing became popular,
he found it difficult to begin a new
career using his own name — Jjoseph
M. White.

Beginning in 1923, radio listeners
with a penchant for schmaltz in their
music could find it in the sweet strains
of The A & P Gypsies, a well-remem-
bered concert orchestra on the air
weekly under the direction of Harry
Horlick. Horlick was a violinist of con-



20

siderable accomplishment and was
highly respected as a conductor. From
the taciturn, efficient personality he
projected over the air, his fans as-
sumed him to be of extra-conservative
nature. The same aspect was reflected
in the impeccable taste he exercised
in selecting music for his program.

Horlick came to New York from
Russia, a refugee from the Red regime,
joined a gypsy orchestra and was soon
discovered by men of music who ex-
tended him offers that led to radio. His
musicianship earned him a conductor’s
post. Besides his weekly broadcasts,
Horlick made personal appearances
with soprano Jessica Dragonette, di-
recting his ensembles in selections by
Friml, Gershwin and Mozart.

While his fans liked to think of
him as a composer of “Two Guitars”,
the haunting gypsy air he frequently
used as his theme song, Horlick said
he had merely set a folk melody to a
concert arrangement. Such frankness
is refreshing in a day when it is com-
mon knowledge that not a few com-
posers have hit the jackpot by adapt-
ing folk melodies to modern lyrics and
palming them off as original tunes.

At one time, in areas where there
might be a professional concert series
booked into an outlying community
auditorium, it was considered good
promotion to have the singer, pianist
or other soloist trot over to the home-
town radio station. There the artist
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would be asked to “sing a few songs”
or “play a few tunes” into the micro-
phone. Payment was sometimes in
the form of a serving of ice cream and
cake.

In 1923, Dorothy Gordon, who
achieved prominence later as a woman
director of radio music, was filling
singing engagements across the coun-
try. On the road, she often accepted
the invitation to give a pre-concert
radio performance. She said she never
ceased to marvel that from those
crude, primitive radio studios “music
personality could come out over the
air.” It also convinced her that a single
performance into a microphone
meant performing before an audience
that might easily outnumber the total
concert hall attendance of an entire
cross-country tour.
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Helen Han, known as the first hostess-announcer on
radio, broadcast from Station WBAY (later WEAF). The
piano and phonograph were used to supply music to fill
air time. (American Telephone & Telegraph Company)

In 1915, young Sarnoff suggested his bosses at American
Marconi Company manufacture and sell a “radio music
box”. His suggestion was shelved. (1923 Aeriola Senior:
RCA Consumer Electronics — Archives)
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David Sarnoff was elected president of Radio
Corporation of America at age 39.

Bringing home a new radio was a big event. You could
count on plenty of company. Radio took a big step forward
when loud speakers replaced the old earphones. (RCA)
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Manning the control board for NBC's initial broadcast in
1925 are, left to right, western division engineer A. H.
Saxton, eastern division engineer G. 0. Milne, assistant
operative engineers Eugene Grossman and E. R. Cullen,
and chief engineer O. B. Hanson. (NBC Photo)

Studio 8-H of NBC’s headquarters was the scene of many
Master control room at NBC was vital link to the giant star-studded broadcasts, including the debut of the NBC
network. (NBC Photo) Symphony Orchestra under Toscanini. (NBC Photo)
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Paul Specht employed many jazz musicians who later
became star sidemen and bandleaders. His jazz recording
Banjoist-leader Harry Reser, featured in the Cliquot Club group was known as the Georgians. (Brown Bros.)
Eskimos and other bands he formed. He helped revive

popularity of the banjo when it was replaced in dance

bands by the acoustic guitar.

Comedian Victor Moore (left) had fans in stitches. He
was co-starred with Ruth Broderick on Twin Stars. Milton
Berle, doodling with a trombone, became No. 1 Funny
Man on early TV.
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1928 song featuring 1927 song featuring
Wendell Hall. The Happiness Boys.
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Jean Goldkette directed an outstanding dance band of the 1920’s. His roster of musicians listed many who later
became bandleaders or star sidemen. (Brown Bros.)

Soprano Jessica Dragonette, shown during broadcast of Cities Service Concert, popularized light classical music
on radio. Versatility permitted her to shift from 18th Century music to hits of musical comedy. She was inspired
by opera star Galli-Curci.
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Vincent Lopez (at foreground piano) was one of the first to appreciate the boost radio exposure could give a
bandleader. Radio made him an international star. His “Hello, everybody. Lopez speaking!” announced his presence.

The original Coon-Sanders Kansas City Night Hawks band was not as powerful as the units of the Big Band
Era, yet they produced dance music that attracted listeners nightly. The two leaders did the vocal chores.
(Brown Bros.)
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NOVEMBER 22, 1930

(Eastern standard time $Aroughout)

[ 10:00 A. M. UNTIL 2:00 P. M. |
20:00—WM(CA, Buddy  club;  tuneful

WEAF,. Hits and bits.
WJZ, Manhatters band.
ABC Male trio; Virginia Arncld.
pian
10: IE—WEAF. ‘Btiquette—Emily Post.
20: M—W}IICA. Bll:'l;pﬂn

program,
WEAF. Cooking travelogue.
WOR. Tommy Tumble and Rima
Regard: stamp collecting talk.
WABC. New World orchestra.
1 OO—WNYC. Aviation weather; falr
food prices; musica
WEAF. Common sense for mothers.
WJZ. The Recitalists
WABC. thmrmmuc Symphony
children's concert.
21:30—WGBS.. Tap dancing.
WEAF. Cowboy Patt and Lois

Dexter.
22:00—WMCA. Mary Mason, songs; Patty
Carroll  plano.
WGBS, News: luncheom musie:

WEAF. Elgin progr
WABC. Paul 'Iremnlnel m'cbutra
ﬂ:lE—WEAl'. On wings of so
WJIZ, Sisters of lhe Sklllet.
22:30—WMCA. Stock quotations,
WOR. Littmann entertainers,
WJZ. National farm and home
hour-—- tary Ray
Wilbur, talk on child hellth
1:00—WMCA. William Doherty, violin;
Jack Fogarty. tenor,
WEAYF. Skyliners band.
WOR. Orchestra.
WABC. Janssen orchestra,

Wavelengths of the New
‘ York Stations at a Glance
R oL *K *M

WNYO .. 870 6286 WHBR 1300 231
W}\‘lcs\ . gzg 526 WHAP .1200 231

WGBS 500 WEVD 1300 231
WEAF . 454 WBNY 1350 222
WOR 710 422 WCD 1350
WIzZ . 760 394 WKBQ | & 223
WPCH 810 370 WMSG 1350 222
WABO 319 Wang 1400 214
WAA 3190 WLTH 1400 214
N ..1010 207 WSGH 1100 214
WPAP 1010 297 WOKO 1440 208

WAAM, Eve Balperu. crooner.
8:30—WMCA, Piano interlude; Western
air ress.

4:30—WMCA. Slenda formers.
WEAF, Marionettes band.
C.AS—WGBS Tea music.
Dr. Elmer Lee's counsel.

WABC. Warwick orchest l
5:15—WGBS. International Affa
WJZ. Stock market quontionl.
program SumMmary.
Neil L

WMSG. Tom Green, tenor.
WEVD. James McDonough, songs.
“Jz. Tluyeut Jesters.

WA Romance of American im<

tx'!
1:30—“’1“’0. Time: police alarms;
Raymond Trigger. plano.
WGBS, Crosley hour,
WEAF, Silver Flute—sketch,
WOR. Montclair ensemble.
\\'J'? "Empv Bwvel." Jamen W.
WHAI’. anlc' talk.
WABC. Necco aurprhe party.
WMSG ?lrmnnd a l')mu dy!
usty an sty, comt
T u—wmrc Triangle trio.
WJZ. Pickard family, songs.
WMSG. Jones and Wade, songs.
WAAM. Joe Davis, melody.
WLWL, Concert orchestra.
8: I)O—VH\YC Police choristers.
WEAF. Salon 8ingers; Patrick
MacGill, Irhh novelist.
WOR. American Legion program,
WIZ. e circus.
WABC. Dixlse echoes.
WAAM. Happy hour jubilee.
WRNY. Dixie singers,
WMSG. Sports resume.

28W,
WOV. Km New Englanders.
B 3o—w HCA. ow Timers.
BS. Buchwald junmiors.
WEA!‘ Tea timers’ music.
WPCH. Crawford orchestra.
WOR. Color in the Machine Age.

WJZ. Blue Aces orchestra.
5:45—WMCA. Red Devi].l.
OV, Dolore: o

WEAF. Rex Oole mountaineers.
WOR, um B.lch songs; Edward

WABC, pr. *Thatcher  Clark,
French .lesson.

[ 6:00 p. M. UNTIL 9:00 P. M. |

6:00—WNYC. Time; information; Fire
department ’ band.
WGBS, Saure and Steger, duo.
WEAF. The

To Give a Job, Get on the

Jb—BUY NOW

8:15—WOR, Totman and Worms, -banjo
and piano.
WHA!’. Franklin Ford,
Rin Tin Tin thriller,
8:30—W) ‘gAs Psanmount orchestra.

Tis
WEAF, “Careless Love''—sketch.
WOR. Orchestra.
WRNY, Moscow orchestram.
WJZ. Fuller Man period.
“ABC. Rich's orchestra; Round
Towners quartet.
8:15—WGBS. Louise Vermont, contralto.
Salon symphonists.
WHAP. Music.

WOR, Uncle Don.

WJZ. Raising J\mlor-—ckelch

WABC. Male

WPAP, Elmendort quartet.

WMSG. Rudy and Ci hulle songs.

WPCH, Penthouse players.

WAAM. Tissot's orchestra.

WLWL. Gaetano Stella, tenor:

concert orchestra.

WEVD. Madeline Meyer, songs.

615—\\&:!‘.‘ Black and Gold Room or-

estra
yMSG. Lou Fox, violin,
WEVD. Sports,
WJZ. Saltzman orchestra.
WABC. Nelson orchestra.
8: 30—':‘((3)38 Tales of Hoffmann,

ports.
W?IAP Tle‘ddy '.l‘aylor, songs;
'ommy Martin, u
WLWL. Lloyd Wugy. basso:
tuberculosis talk.
WMSG. Ralph Slear, baritone.

[ 9:00 P. M. UNTIL MIDNIGHT. |

9:00—WMCA, Plaga orchestra.

WGBS, Allen-Lundell trio.

WEAF, General Electric concert
with Walter Damrosch; Floyd
Gibbons, ‘“Adventures in
Science”; Russian choir,

WHAP, Dr. Charles Fama, talk.

WJZ. Edwin Seder, organ.

WABC, Carborundum band.

WRNY. Musical echoes.

9:15—WOR. Fraternity row—college fun.
8:30-—-WGBS. Ridgewood boxing bouts.

WJZ, Dutch masters minstrels.

WABC, National radio !orum from
Washington—Secretary Ray Ly-
man Wilbur of interior depnﬂ.—

ment, “Results of White House
Child Burvey.”
WRNY. Greek musie,

9¢
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wWov~ . 285 1450 2
WORB  .I210 248 1300 208
WCOH 1210 248 1500
WINR 1210 248 1500 208
WAAM 1250 218 1500 200

WODA 1256 240
*R—Kilocyelea: *MMeters.

1:45—WliAl'. Yale - Harvard football
ame,
WOR. Fordham - Bucknell football
game,

[ 2:00 P. M. UNTIL 6:00 P. M. |

2:00—WMVCA. Keefer orchestra,
vuz‘ Weather; Biue Chasers

usic.
WHN. Wann, Howard and English,
SONgs.
®: 15—\\:7 Navy - Maryland football

ame
2: 30—“ Gns Vagabonds orchestra,
An(‘ Football rally songs.
2:45—WMCA. Happy Chappies, songs.
“ABC Northwestern-Notre Dame
ootball game until 5 p, m.
3:00—Ww \lCA Looking at life,

W;Cl.l’ Jewish federation.
6:40—WJZ. Football scores.
\hls«.. T}uu duo; Joe Murray.

songs,
8: 45—“6}38 S
E:l’ hUncl. Abe and David—
skete
WPCH. Piano astrologer.
WABC. Enp program
WEVD. Kew Forest players.
WOR. Aviation talk,
W3Z. Lowell Thomas, news

topics.
7:00—WNYC. County Mayo boys: foot-
ball scores at 7:25.
WGBS, Vladimir Radeef, baritone.
WEAF. Football scores; Whyte's
orchestra.
WOR. Brothers’ orchestra.
WAAM. Radler's orchesira.
WMSG, Margaret Newell, songs.
WLWL. Hite—Old nnd New; talk,
‘‘Catholic Poets.”
WEVD, Nnﬂonul Titleists,
WPAY, Will Oakland, tenor.
WJZ. Amos 'n' Andy.
WABC Footbnll scores; Crockett

untainee
1:15—“'688. Nat Bou. piano.

dren’s concert.

ball game.

Where and When to Set Dials for
Outstanding Radio Features

11:00 A, M.—WABC (349 meters), Philharmonic-Symphony chil-

45 P. M.—WEAF (454 meters), Harvard-Yale football game.
5P.M.—WOR (422 meters), Fordham-Bucknell football game.
:15 P.M.—WJZ (394 meters), Navy-Maryland football game.
45 P. M.—WABC (349 meters), Northwestern-Notre Dame foot-

15 P. M\.—WOR (422 meters), Fraternity Row—college fun.
9.30 P.M.—WGBS (500 meters), Ridgewood Grove boxing bouts.
9:30 P. M\.—WJZ (394 meters), Dutch Masters minstrels.

10:00 P. M.—WJZ (394 meters), Chicago civic opera, “Lorrenzaceio.”
10:00 P. M.—WABC (349 meters), Hank Simmons’ showboat,

10:30 P.M.—WMCA (526 meters), Three little Sachs.

11:00 P. M.—WABC (349 meters), Jack Denny’s orchestra.

11:30 P.M.—WOR (422 meters), Moonbeams.

11:30 P. M.—WABC (349 meters), Guy Lombardo’s orchestra.
12:00 MID.—WEAF (454 meters), Rudy Vallee’s orchestra.

9:15—\WOR. Greenwich Village orcnes-

tra.
WHAP. Listeners letter.
10:00—WMCA. Katz orchestra,
WEAF, Lucky Strike dance music.
\\JZ Chicago civic opera. “Lor-

zaccio
“ABC Hank Simmons’ show boat
—*"A Kentucky Romance."
WRNY, Richard orchestra.
10:15—WOR. Orchestra; Anne Ronnell,

80NgSs.
10:30—WMCA. Three little Sacha.
WGBS, Paul and Joe.
WRNY. Rocco'a ensemble,
10: lb—W\lCA Echoes -of music.
Globe trotter,
11 00—\\ MCA Eddie Lane's orchestra,
WGBS. Dollar orchestra.
WABC, Jack Denny’s orchestra.
SWRNY, Recorded program,
\\EAF Lanny Ross. tenor; trio.
WOR. Time; weather: Astor or-
chestra
W37, Slumber music.
11:15—WEAF. Horace Heidt's orchestra.
11:30—\WGBS, Dance music.
WOR. Moonbeams.
WABC. Guy Lombnrdo'! orchestra.
12:00—W. ‘\lCA Dance music until 2 a. m.
Rudy Vallee's orchestra.
WBVY Richard orchestra,
WJZ, Phil Spitalny’s orchestra.
WABC. Bert Lown's orchestra;
Ann Leaf, organ.

[ OUTSIDE NEW YORK. |

(Faaum standard time throuahout)
$20k,—~WGN. Chicago—116m.
(The Chicogo Tribune station on’ the
Drake hotel.)
11:30 a,m. Mickelberry program.
11:45a. m.,, Joan Jnrleen. soprano; Tone-

12:00 noon, P:lnted Drenms. Everybody's

1:00 p. m., Good health and training.

1:10 p. m.. Larry Larsen.

1:20 p. m., The Town Farmer.

1:30 p. m., Luncheon concert.

5:30 p. m., Teatime musical; Larry Lar-
sen and Tonecasters.

7:00 p. m., Uncle Qums Punch and Judy
show.

7:18 p. Case and Moody Ple program.

tock quotations,

Joon_ Sanders’ Nighthawks,

Harold Teen.

ime; WGN Syncopators.

Bluebird program.

m., WGN Symphony orchestra

m., Roto and color feature
oon Sauders’ Nigh wis

m,. Maude Muller, contralto; Mark

Love,

p. m.. Allan Grant, planln.

p m., Lucky Strike orchestra.

p. m,, Tomorrow's Tribune.

P. Allan Grant, plaoist.

P

g

m

328538
PFOPIICST

lezxxn

I
ad

-
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. m., Louie’s Hungry Five.
. m,, WGN Symphony orchestra;

EEEES e o
3

N Syncopators.

id., Time: Coon Sanders’, Night-
hawks: Clydc McCoy's Drake
hotel orchestra.

12:10 a. m., WGN Syncopat Coon San-

ders’ Knights and Ladies of

T T

IO

the Bath

uvin oisny v Jo sSuraans
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“You're on the air” was signaled in this scene from an
NBC broadcast of 1937. Studio clock indicates the moment.
Control room staffers are standing by for the down
beat. (NBC Photo)

When television was in the experimental stage, pioneer
radio singing star Vaughn de Leath was invited to appear
on the tube with Young Tarzan. (NBC Photo)

Radio Music LIVE

Dorothy Gordon was one of the first women to win
distinction on radio. She was musical director of The
American School of the Air, which became required
listening in many U.S. classrooms.

Harry Horlick’s long association with The A & P Gypsies
gave many radio fans the impression his talents were
confined to gypsy music. Instead, they heard current
ballads, Viennese waltzes and works by classical
composers.
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Photo shows “the radio ear” strapped to the back of a
performer. The device allowed the director in the control
room to talk to stage managers, actors and musicians.

By 1946, mobile broadcasting units with all the resources of a medium-sized studio were doing a great job with
remotes. Here a CBS studio on wheels covers a Republican Convention. (CBS)
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“Radio Is Too
Big a Thing
to Be Out Of.”

Will Rogers was slow to appreciate ra-
dio. In 1922, during a visit to Detroit,
he asked to talk into the Station WW]J
microphone. He is reported to have
gone ahead with the performance but
without enthusiasm, even muttering
goodnaturedly that “the whole thing is

bunk.” However, when the broadcast
produced fan mail not only from the
Middle West but as far south as Arkan-
sas, he changed his opinion. A few
years later it was the same great Will
Rogers who told a Variety reporter:
“Radio is too big a thing to be out of.”

Some of the other skeptics must
have gotten the message as time
marched on. Radio was growing.
Hooking up stations to form experi-
mental networks was greatly increas-
ing the number of listeners per pro-
gram. Transmission and reception had
made great strides. Radio programs
were competing with the movies.
Among the Johnny-come-latelies who
had underestimated radio was Paul
Whiteman. Apparently, he was wait-
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ing for a sponsor with a bankroll big
enough to make the offer attractive. He
gave in when he was tapped to do The
Old Gold Paul Whiteman Hours.

Billed as “The King of Jazz,” he di-
rected his huge orchestra over CBS on
Tuesdays from 9:00 p.m. to 10:00 p.m.
His extensive repertory included sev-
eral surefire arrangements from the
Whiteman library — a jazzified orches-
tration of MacDowell’s “To a Wild Rose”,
and arrangements of “Whispering” and
“Linger Awhile”. (The recording of the
latter was said to have sold over two
million copies.)

Whiteman took radio by storm.
Later on, he inaugurated The Kraft
Music Hall, sharing the bill with Al
Jolson and Deems Taylor, and introduc-
ing stars of vaudeville, opera, sports and
theater as guests. His theme song was
Gershwin’s “Rhapsody in Blue”. On
both the Old Gold and Kraft shows,
Whiteman often featured the jazzmen
of his ensemble, which included violin-
ist Joe Venuti, Jack (trombone) and
Charlie (trumpet) Teagarden, Frankie
Trumbauer on C-melody saxophone and
Bix Beiderbeck on cornet. He referred
to his brilliantly scored orchestral per-
formances as “symphonic jazz”, which
he said was simply formal arrange-
ments of improvisations recorded from
actual jam sessions of his jazz stars.

Whiteman was the first orchestra
leader to employ full-time vocalists —
Mildred Bailey and the trio known as

Radio Music LIVE

The Rhythm Boys, composed of Bing
Crosby, Harry Barris and Al Rinker.

In the development of radio pro-
grams, individual performers of a band
or singing group often turned up as sat-
ellite personalities to the top banana of
a big show. While there was no doubt
that Fred Waring was the star of his ra-
dio shows, he did introduce the policy
of presenting a group of vocalists and
musicians as a big family. Often featured
was his longtime drummer, Poley
McClintock, whose frog-like voice and
quips were a delight to listeners who
were apt to ask each other next morn-
ing after a broadcast, “Did you hear
what Poley said last night?” Then, there
was Waring’s brother, Tom, pianist and
singer and able composer of song hits,
one of which was “So Beats My Heart
for You”, which he wrote in collabora-
tion with Pat Ballard and Charles
Henderson.

Later on, there were many girl sing-
ers, among them Joan Wheatley, who
made her debut with the Waring Glee
Club one evening when she was called
to pinch-hit. The Lane Sisters (Lola,
Priscilla and Rosemary), who later went
on to movie fame, were favorites of War-
ing fans. Les Paul, the great swing gui-
tarist, was a member of the Waring fam-
ily. Other radio celebrities eyed Waring’s
family plan and copied it.

The blend of mixed choir voices and
dance band instrumentalists appealed
greatly to Waring, and he gradually put
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together the unit that radio listeners
found new and exciting. He blended
voices and instrumentalists, creating a
unique “glee club” presentation with
the instrumentalists literally playing sec-
ond fiddle to the vocalists within the
large choir. An identifying sound of the
choir was the humming effect applied
to sustained, sonorous chords in songs
like “Sleep”, the theme song of The
Pennsylvanians.

Like Whiteman, Waring bided his
time and did not accept an offer of a
radio show until he liked the color of
the sponsor’s money. Again, like
Whiteman, his first sponsor was Old
Gold. Then followed a string of radio
shows for Bromo Quinine, Chesterfield,
Ford and others, which kept Fred
Waring’s The Pennsylvanians on the air
almost continuously.

When anyone brings up the name
of Rudy Vallee, he is talking about Mr.
Radio himself. No one had as profound
an impact on the progress of radio mu-
sic and entertainment as did that hand-
some, personable young saxophonist-
crooner just out of Yale, who first sang
on the airwaves in 1928. His first im-
portant job was at New York’s Heigh-
Ho Club, an intimate class nightery,
where he moved onto the bandstand
with seven other Yale men who had
been members of his college campus
Connecticut Yankees. He was his own
announcer from the club when the band
was on the air, giving him friendly con-
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tact with his radio audience. He believed
in radio from the beginning and went
all out to please.

Vallee’s band — two saxes (includ-
ing himself), two violins, bass, drums,
piano and banjo — was not loud. Nei-
ther was his far-from-operatic voice. So,
when he was told to sing louder, he
sang through the cheerleader mega-
phone that became his trademark. His
cheery, “Heigh-Ho, Everybody!” was his
identification and soon became a catch-
word among the young crowd. Like some
other radio singers who had gone be-
fore him, Vallee found he had a voice
that improved with electrical amplifica-
tion. Coming out of the loud speaker, it
was just what the youth of America had
been waiting for. In 1929, Vallee was
put on the air with a one-hour prime-
time variety show, The Fleischmann
Hour. It caught on. Within a year, Rudy
Vallee became the hottest name in the
entertainment field.

Over the years, Vallee introduced
scores of performers to his radio audi-
ences. Many were subsequently tapped
by radio producers for shows of their
own. A partial list of radio stars who
made it big after appearing on Vallee’s
program includes Bob Hope, Bob
Burns, Lou Holtz, Carmen Miranda,
Olsen and Johnson, Phil Baker, Milton
Berle, Burns and Allen, Frances Langford
and Joe Cook.

Some songs immediately remem-
bered by Vallee fans are “Say It Isn’t
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So”, “Goodnight, Sweetheart”, “The
Whiffenpoof Song”, “As Time Goes
By”, “A Little Kiss Each Morning”,
“Deep Night”, and especially his
theme, “My Time Is Your Time”.

An instance of a small, live band
scoring heavily with radio listeners is
related in Lawrence Welk’s bestseller,
Wunnerful! Wunnerful/ It was back
in 1927, and Welk and his band were
stopping over in Yankton, North Da-
kota, on their way to seek their for-
tune in New Orleans. Out of curios-
ity, Welk visited the local radio station,
WNAX, early one morning and asked
the owner if he and his band might
play a broadcast during their stay in
Yankton. The owner suggested Welk
bring them right in.

Welk rushed out and returned
with his sleepy musicians who were
grumbling they didn’t know how to play
on the radio. Asked where they could
audition, the owner suggested they go
on the air at once and audition right into
the microphone. Then, without further
ado, he announced that Lawrence Welk
and His Novelty Orchestra were about
to entertain “direct from our studios in
downtown Yankton.” The first number
was “Mexicali Rose” with Johnny
Higgins on the vocal. Before the little
band had finished its second number,
phones began to ring. Listeners were
calling requests, half of them asking
for a repeat of “Mexicali Rose”.

Welk was invited to do a second
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broadcast. It went over even better. The
result was a long-term contract. Offers
of dance dates poured in from a radius
of 400 miles. It was additional proof
that listeners responded to live music,
and it further illustrated the power of
radio to plug a band as no other me-
dium ever had. Welk continued up the
ladder of success, playing key cities in
the Middle West with a larger band
which he constantly improved. We
heard him frequently on the air from
Pittsburgh, Cincinnati and Chicago.
He was chosen to sub for Guy Lom-
bardo at New York’s Hotel Roosevelt,
while the Royal Canadians took off for
the summer. And all the while, Welk
polished his warm way of introducing
song titles, ultimately attaining a rap-
port with his listeners that put him
up front to stay.

Among performers who first be-
came local favorites and afterward
joined networks was Little Jack Little.
His tinkling piano and theme song,
“Little by Little”, became familiar to
millions. Beginning his radio career on
Pittsburgh’s KDKA, he moved to WLW
in Cincinnati, springboarding from
there to an NBC sustainer in New
York. He was heard frequently on the
air from the Ambassador Hotel in At-
lantic City. In the 1930’s, he was on
the nets for Pinex and was often
scheduled for after-dinner dance mu-
sic from his spot at the Silver Grill of
New York’s Hotel Lexington. Jack
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Little was a pleasing vocalist and also
composer of such hits as “Jealous” in
1924 and “A Shanty in Old Shanty
Town” in 1930.

35
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Paul Whiteman demanded train fare for his all-stars. By setting a high standard for the period, he inspired one
more for musicians than the local union.”

musician to say, “Pops Whiteman has done
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Bob Burns starred on programs of Rudy Vallee and Bing
Crosby, then aired his country-store humor on his show.
The homemade instrument he called a “bazooka” became
his trademark. GIs gave its name to one of their most
effective weapons during WW II. (NBC Photo)

Bob Hope, superstar of radio, shows Jerry Colonna how
to play nine holes in record time. Hope and Colonna
enlivened musical radio with some of the funniest
dialogue on the air.

Radio historians named Rudy Vallee the first singing
idol of the 1920's. His fans have been called the original
fanatics of radio. Vallee won feminine adulation surpassed
perhaps only by that given film’s Rudolph Valentino.

Accordionist-comedian-quizmaster Phil Baker came to
radio from vaudeville and musicals. He starred in Take
It or Leave It and Everybody Wins. (CBS)
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Monica Lewis’s voice was familiar to many radio fans
of The Jan August Show in 1947. August, a concert
pianist, was one of radio’s musical stars. (The Mutual
Broadcasting System)

Ballad singer Joan Wheatley might have become a social
worker, if she hadn’t been fascinated with the music of
The Fred Waring Show. She starred in the Waring choir.
(NBC Photo)
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Pianist-singer-bandleader Jack Little, better known as
Little Jack Little, enjoyed popularity mixing singing with
an intimate way of talking some words of the lyric.
(Consolidated Radio Artists, Inc.)

Fred Waring was a perfectionist in organizing his
choruses. He tried mixing basses, tenors and baritones,
so that each singer might hear to full harmonic effect.
It worked. (NBC Photo)
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Del Courtney’s band dispensed a brand of sweet music
that pleased. He was one of several bandleaders who
began their careers on their college campus. (William
Morris Agency)

Jimmie Grier was a busy bandleader, directing music
for West Coast radio shows and batoning the orchestra
at the Cocoanut Grove. He composed songs, teamed
with Pinky Tomlin for “The Object of My affection”.
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Mitchell Ayres led his own band on several radio shows
before becoming music director for Perry Como. Ayres
was also a director for Columbia Records. (MCA)

Dick “Two Ton” Baker, billed as The Music Maker, cheered
up listeners tuned into WGN and Mutual Broadcasting
System outlets. (WGN & Mutual Artist)
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In 1945, Lawrence Welk and his accordion had come a long way since his first audition on WNAX in Yankton,

South Dakota. Everything seems to be “Wunnerful! Wunnerful”. His Champagne Music was identified by a bubbling
sound effect.

Radio Conductor Jacques Renard, ducking a right by former champ Jack Sharkey, must have been trying to keep

his baton arm in shape. He did music direction of great laugh shows like Burns and Allen, Stoopnagle and Budd
and Eddie Cantor.

o S
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Phil Harris was an established leader of a swinging
band when he joined Jack Benny in 1936. Harris’s music
and his role as supporting comic in Benny’s script
brought him fame. (NBC Photo)

Trumpeter Henry Levine attained fame as Professor
Hotlips on The Chamber Music Society of Lower Basin
Street program. (NBC Photo)

Spike Jones and his City Slickers had a battery of
firebells, pistols, whistles, horns and other noisemakers
for kidding classical and popular songs. (CBS)

Bandleader and musical comedy star Ray Heatherton
was a busy singer in the 1930’s on network top studio
bands. (CBS)
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Angelo Ferdinando, as Don Ferdi, led the dance band at New York’s Hotel Great Northern. His brother, Felix
Ferdinando, also was a popular maestro. (George Maillard Kesslere, B.P)

The Korn Kobblers cashed in on exaggerated corny rhythms, harmony and tone. (Consolidated Radio Artists, Inc.)
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Pinky Tomlin in 1927, was a member of Eddie Cantor’s
English pianist George Shearing, who came to the U.S. radio group. He toured his own band and wrote “The
in 1947, at The Three Deuces on New York's 52nd Street. ~ Object of My Affection”, composed with Jimmie Grier
He created the “Shearing sound” by blending piano and Coy Poe. (William Morris Agency)

with vibes, guitar, drums and string bass. (Shaw Artists

Corporation — James J. Kriegsmann, photographer)

Leighton Noble, former vocalist with
Clarinetist Joe Marsala, leading his all-star combo at New York's Hickory Orville Knapp’s band, assumed
House on 52nd Street. His wife, swing harpist Adele Girard, contributed leadership of that unit on Knapp’s
exciting solos. (JES Photo) death. (Song Distributing Corp.)

— r—" -—
|

Fea Now Playing

ADELE GIRARD |} ; Hickory House
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SECTION THREE —

All-girl
bands start
to share
air time.

One night, during The Depression
years, orchestra conductor Phil Spi-
talny was much impressed by an ova-
tion accorded a 17-year-old violinist
named Evelyn Kaye at the close of her
New York debut. Spitalny was seek-
ing a new twist for a radio program.

Hours of
Charm

If he could round up more girl musi-
cians like Evelyn, he reasoned, why not
create an all-girl chorus and orchestra?
Putting his idea to work, Spitalny set
out across the country in search of the
best girl musicians and singers around.
Six months later, he had picked some
30 candidates from hundreds of audi-
tions. Then came a long series of re-
hearsals.

Spitalny’s pals said he was crazy,
that it couldn’t be done. He fooled
them. Responding to his baton was a
disciplined ensemble of six reeds, six
brass, six violins, one cello, one ma-
rimba, one harp, and a rhythm section
of two pianos, drums, guitar and sou-
saphone. Repertory consisted of in-
strumentals and a wide variety of se-
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lections featuring vocal solos and cho-
rus backed by the orchestra.

The first important sponsor for the
Hour of Charm, as the Spitalny group
was named, was Corn Products Refin-
ing Company. Next came a contract
with General Electric that lasted ten
years. Tuning in radio broadcasts of the
Hour of Charm, a fan might hear Evelyn
and her violin in such hits as “You and
the Night and the Music”, “Night and
Day” and “Begin the Beguine”. Contral-
tos Maxine and Gloria, and Joan, a col-
oratura, became favorites. The orches-
tra soothed listeners with arrangements
of standards — “Tea for Two” or “La
Comparsita”. A blockbuster was “Rhap-
sody in Blue” with Eleanor at the piano.

The Hour of Charm was awarded
honors by national women’s organiza-
tions for its contribution of cultured en-
tertainment to radio. When TV came
along, Spitalny and his girls were wel-
comed aboard the video bandwagon.

While Spitalny’s Hour of Charm
was succeeding, other all-girl orchestras
were springing up. Well received was
the unit known as Ina Ray Hutton and
the Melodears. Miss Hutton, a featured
singer and dancer in the revues of
Ziegfeld and George White, was re-
cruited to front The Melodears when
their popularity was sagging. She
turned out to be a happy choice. The
band’s library was mainly swing. Miss
Hutton’s considerable physical beauty
and her unquestioned ability to move
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her body prettily to swing music were
just what the Melodears needed.
Unfortunately, the band made its
bid for fame at a time when hotels and
nightclubs were not interested in book-
ing all-girl combos except for short en-
gagements. Thus, without a regular
wire on tour, radio exposure was cur-
tailed. Biggest success was achieved in
theater dates. Critics acknowledged the
girls’ talents but did not compare them
favorably with male swing bandsmen.
Besides catching Ina Ray Hutton
occasionally on New York stations, she
could be tuned in some nights from such
stations as WOL, Washington, D.C. or
WIP, Philadelphia. In 1939, Miss Hutton
switched to an all-male swing band,
moved up to a higher plateau, includ-
ing a stay at the Hotel Astor on Times
Square on the bandstand that had re-
cently been vacated by Tommy Dorsey.
The success of Ada Leonard and Her
Orchestra suggests that an all-girl band
under a baton wielded by a girl could
make the grade in the 1940’s, even
when hundreds of male bands were still
enjoying the prosperity of the Big Band
Era. Like Ina Ray Hutton, Miss Leonard
became a bandleader following a career
as a singer and dancer. Also, Miss
Leonard’s orchestra overcame the reluc-
tance of hotel managers to hire all-girl
units. Her itinerary indicates repeated
bookings into several popular hotels,
including the Hotel Claridge in Mem-
phis, where she had a network wire
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over WMPS. She also was tuned in by
nighttime dial twiddlers on WGN net
broadcasts from Chicago’s Aragon and
Trianon ballrooms as well as from Club
Madrid in Louisville via WGRC and
Tunetown Ballroom in St. Louis via
KWK.

Miss Leonard led her 17-piece band
in both hot and sweet numbers, switch-
ing from a torrid arrangement of “Fan
It” to a schmaltzy rendition of “Besame
Mucho” or a spiritual like “Nobody
Knows the Trouble I've Seen”. Among
band members who won approving
nods were: Frances Shirley and Jane
Sager, trumpet; Dez Thompson, drums;
Rita Kelly, piano; Brownie Slade, clari-
net and vocals; and singers Mildred
Shirley and Frances Griffin.

In March 1948, when male bands
were disbanding by the score, Miss
Leonard followed suit and prepared her-
self for a single act.

Gloria Parker fronted an all-girl
band while she was still a student of
Brooklyn’s Thomas Jefferson High
School in the late 1930’s. She was asked
to take over a group known as The Co-
quettes. Gloria Parker and The Co-
quettes then played college dates in Mas-
sachusetts and Pennsylvania. Featured
in this full-size band was star drummer
Viola Smith and several of her sisters
who had organized the original Co-
quettes, a unit which had toured with
pretty Frances Carroll swinging the
baton.
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Miss Parker’s next venture was
leadership of The Starlets, an all-girl
combo comprised of six reeds, four brass
and four rhythm, with herself up front
on violin, marimba, vocals and a spe-
cialty she performed with musical
glasses (wine or water glasses partially
filled with varying amounts of liquid to
achieve various pitches). At the end of
World War 11, she was tapped to lead an
18-piece dance band, all male except
three female violinists. The unit followed
Blue Barron’s band into the Hotel
Edison’s Green Room in New York and
in 1945 was heard nightly coast-to-coast
for eleven months.

Another glamorous femme bandle-
ader was Rita Rio, who broke in with
an all-girl orchestra in the Middle West,
playing ballrooms and night spots. We
Eastern listeners dialed her program
sponsored by a shoe polish company
and her late-night airings over NBC in
New York’s Hotel Governor Clinton and
from the bandstand of Billy Rose’s Casa
Manana. The band of three saxes, three
trumpets, trombone, piano, bass, gui-
tar and drums adequately supported
Miss Rio’s vocals and set the beat for her
undulating style of batoning. Her theme
song was “La Cucaracha”. She might
have latched onto “Rio Rita”, but Ted
Fiorito already had established it as his
theme.
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Ada Leonard and her all-gir]l orchestra competed well with male bands Ina Ray Hutton led the Melodears all-girl orchestra. She changed to an all-male
during the Big Band Era. (The Billboard 1944 Music Year Book) band. For TV, she again formed an all-girl unit. (William Morris Agency)
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Gloria Parker conducted the all-girl Starlets orchestra, toured stateside armed forces
camps. She also sang, played musical glasses and marimba and wrote many songs.

Rita Rio and her all-girl orchestra were sponsored by a
Blue Barron found that sweet music was a very saleable shoe polish company. She also was heard from nighteries
item, so he planned his dance band accordingly. In New and ballrooms. (Consolidated Radio Artists, Inc.)
York, he was welcomed at the Hotel Edison, where he
had a wire. (Consolidated Radio Artists, Inc.)
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Dardanelle and Her Trio were popular in the late 1940's. She led from the keyboard,
backed by rhythm guitar and stand-up bass. (Associated Booking Corp.)

Frances Carroll was one of several successive directors Ted Fiorito led his band on Al Jolson's radio debut for
of the all-girl band known as The Coquettes. (Sam Berk Chevrolet in 1932. He also supplied music for The jack
and Harry Pincus) Haley Show and others. Betty Grable sang with the
band as a youngster.
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Something
for the Boys

Troops
welcomed
radio music.

Although radio was still a fairly new
medium in 1940, it had become such a
familiar, everyday factor in our lives that
most of us who were around then prob-
ably were hardly more than subcon-
sciously aware of its actual influence,
nor did we appreciate how much we
depended on it. It was our principal
source of information and entertain-
ment. Therefore, sharp realization of

what life might be without radio really
hit home when the first American ser-
vicemen were shipped to remote bases
at the outbreak of World War II. Rum-
blings of low morale among troops iso-
lated on the bleak shores of Iceland and
Alaska prompted the high command to
give immediate consideration to the ini-
tiation of shortwave broadcasts or mu-
sic and news that could be tuned in by
servicemen in those distant outposts.

From the other side of the world
came messages from General Chenault’s
Flying Tigers, saying that music from
Station KGEI, the General Electric trans-
mitter in San Francisco, was reaching
their shortwave receivers at an airfield
in Kumming, China. They liked the
popular music broadcasts best and asked
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for more. KGEI promptly experimented
with West Coast transmissions tai-
lored to servicemen’s tastes, like the
San Francisco Examiner’s Mail Bag,
a series of prerecorded messages to
GI's from their wives, sweethearts
and mothers. The Hearst International
News Service also began to shortwave
news and rebroadcasts of network mu-
sic and variety shows, all aimed at
servicemen’s receivers.

Those first steps to reach American
GI's far away from home gave momen-
tum to a project that became the Armed
Forces Radio Service (AFRS). It took
men of the caliber of Elmer Davis of the
Office of War Information and Colonel
H. A. Lewis, the first commander of
AFRS, to guide the project through the
red tape of more than a dozen wartime
agencies.

Radio’s contribution to the war ef-
fort was right on time. General Mark
Clark of the Fifth Army was demand-
ing clear transmission of U. S. music pro-
grams to lure GI's in Italy from the
nightly swing music and sweet talk of
Axis Sally. In the Far East, there were
outposts in New Guinea reached only
by radio programs of Tokyo Rose. The
U.S. command post there filed an urgent
request for homegrown programs.
Uncle Sam’s answer to Sally and Rose
was a series of pop and swing music
shows. One in particular, deejayed by
the girl know as Jill, soon routed Sally.
Jill became the girl next door to home-

Radio Music LIVE

sick GI's. Other music and news shows
covered the theaters of war as well as
the training camps.

Some of the radio shows that were
rebroadcast were AFRS, without com-
mercials, were the Voice of Firestone,
Bob Hope’s Pepsodent Show and Bing
Crosby’s Kraft Music Hall. AFRS quar-
ter-hour transcriptions, featuring stars
like Harry James and Dinah Shore, were
hailed by the troops.

A poll by AFRS to determine which
programs were most liked revealed this
order of preference: 1) Dance music, 2)
News, 3) Comedy, 4) Sports, 5) Variety
shows, 6) Swing, 7) Radio drama, 8) Old
favorite music, and, 9) Quiz programs.
A recap of their choice of music broad-
casts give 60 percent to dance music,
20 percent to country and western, 10
percent to classical, 3 percent to reli-
gious and 7 percent to “miscellaneous”
— whatever that meant.

No one can deny that radio music
was an essential morale builder during
those war years. If you were there, you'll
always remember “The White Cliffs of
Dover”, “I Don’t Want to Walk without
You”, “White Christmas”, “I'll Be See-
ing You”, “Lilli Marlene”, “Sentimental
Journey”, “Laura” and “San Antonio

t

Rose”.



Betty Hutton, discovered by Vincent Lopez, sang in his band. In 1945 she toured army posts, entertaining with her novelty numbers. (Paramount Pictures)
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In addition to her own show, singer Nan Wynn was heard on Mark Bing Crosby, during WW 11, was surrounded by WAC's at Fort Oglethorpe,

Warnow’s Sound Off in behalf of U.S. Army recruiting. (CBS) Georgia. At right, WAC Lieutenant Chesley Barnes, pianist-composer and
author of “Have You”, enjoys a Crosby quip.
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Edgar Battle did his share to entertain servicemen during WW II. He
was one of the most prolific arrangers and composers of the swing Benny Goodman gladly entertained servicemen, on this occasion with one of his
period. He played several instruments. rare vocals. Pianist is Mel Powell. Drummer is Tim Jenkins. (Lin Caufield)
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SECTION FIVE —

Enter the

Popular
Publishing
Industry

In the beginning, most of the Tin Pan
Alley publishers looked with suspicion
on radio. Just another mechanical
means of producing music, they de-
cided. The blasts they had long di-
rected at hand organs, phonographs
and player pianos now were also
aimed at radio. They grumbled about
an anticipated drop in sheet music
sales. The threat seemed even more
ominous when radio transmission
and reception improved and networks
brought the free music into more and
more homes. Publishers were specu-
lating, “How many people will buy the
sheet music of a song and learn to play
it, if they can hear it repeated night
after night by merely twisting a
couple of dials?”
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There was no doubt radio was
here to stay. A leading magazine’s na-
tional poll had revealed “Listening to
the Radio” as the country’s most popu-
lar pastime, topping movies, maga-
zines, newspapers, card games, even
spectator sports. Furthermore, statis-
tics verified that of a given sample of
network commercial programs active
within a given year, better than 75 per-
cent were classified as either popular
music, semiclassical music, classical
music, familiar music, band music or
variety (mostly musical numbers). Pub-
lishers had to admit that radio had sur-
passed all other means of familiarizing
the public with a song. The problem
was how to use radio to their advantage.

To solve their problem, Tin Pan Al-
ley publishers converged on radio, vy-
ing for performance of their songs.
Some found radio a fickle medium of
promotion. At times, the repeated per-
formance of a song over the air night
after night would bore listeners stiff
and certainly not induce them to trot
around to the music next day to buy
the sheet music. They found that many
a song that might have had a good sale,
if promoted in the old way, died prema-
turely from overexposure on radio.

However, there were more in-
stances of success than flops. When
radio put over a song, a landslide of
orders might come in the mail from
music dealers whose customers clam-
ored for sheet music of the radio-cre-
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ated hit. So it worked both ways.

Some of the pioneer publishers of
popular music believed they had good
reason to beef about radio. They
fondly recollected when vaudeville was
still alive and star performers could be
persuaded (sometimes for pay) to in-
troduce new songs into their acts.
Often, as these acts moved from city
to city and theater audiences heard
the new songs, there was a rush to buy
piano copies. Before radio, that type
of promotion frequently kept a song
alive and selling for months and
months.

Radio changed all that. Vaudeville
stars began to flatly turn down a song
that was getting network plugs. It
was easy to see why. A song that
would be new to audiences in Newark
at the outset of a tour would be old hat
in a few weeks in Little Rock because
of repeated performances on the air.

As Variety stated it: “. . . radio’s
make-'em and kill-’'em fast made over-
familiar pop songs a show business
problem.”*

At the same time, publishers be-
came aware that a good novelty tune
with quality to withstand repetition
could be played continuously on radio
for months and still have a spectacu-
lar sheet music sale. For instance, in
1936 Farley and Riley’s “The Music

* Show Biz from Vaude to Video by Abel Green
and Joe Laurie, Jr.
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Goes 'Round and Around” was played
to death on radio yet earned more for
its publisher than the fabulous “Yes!
We Have No Bananas” netted in 1923.

Up to the late 1920’s, much of the
popular music played on radio came
from past and current musicals and
operettas or directly from the Tin Pan
Alley catalogues. Popular tunes from
Hollywood movies, like Mickey in
1918 and Ramona in 1927, each a
theme song from a silent film of the
same name, were still comparatively
rare. But in 1928, as sound production
on film improved, along with slow but
sure perfection of the coordination of
the audible and visible components on
the screen, the moviegoers found
themselves attracted to the melody
and lyrics of songs like “Angela Mia”
from the sound film Street Angel and
“Precious Little Thing Called Love”
from The Shopworn Angel.

Toward the end of 1928, film mu-
sicals were being planned and pro-
duced in several Hollywood studios.
The executives of Warner Brothers, ac-
curately predicting that the public’s
reception of talkies would bring on a
big demand for musical films, prepared
to circumvent the tiresome and com-
plicated negotiations for performing
rights of each song they featured. They
surprised the film industry and Tin
Pan Alley as well by purchasing out-
right the entire publishing business
and music catalogues of M. Witmark
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& Sons. This giant transaction was
followed by other mergers and amal-
gamations involving movie company
ownership of such great publishing
houses as Harms, Remick, Robbins,
Miller and Leo Feist. It was only the
beginning, as it turned out, and, ulti-
mately, Hollywood movie studios were
deeply involved in music publishing.

Following these mergers, Tin Pan
Alley composers and lyricists found
themselves with attractive offers to go
west and join the film industry’s staff-
ers in turning out film theme songs,
production numbers and background
music. Song writers who had grown
accustomed to peddling their tunes
from one Tin Pan Alley publisher to
another now found themselves on a
lush weekly payroll and living it up in
carpeted, soundproof studios.

In 1929, a fair percentage of song
hits played on the air and sold from
sheet music counters and record racks
were hits from Hollywood musicals. In
the upcoming years, film tunes would
outnumber tunes from stage musicals
by a large margin in the rosters of
tunes most played on the air.

When the leading trade maga-
zines began to compile and publish
statistics on the number of times a
popular song was played on the air, as
well as figures attesting to the sale of
recordings and sheet music of the hit
tunes, a significant measuring stick was
developed. These tables or “charts”, as
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they were termed in the trade, could
reflect the success of a promising tune
and trace its rise or fall in popularity.

Factors that were considered in
estimating the position of a given song
on one of the weekly charts were:
sheet music sales, phono record sales
and a compilation of the number of
times the song was played on juke
boxes, and particularly the number of
plays on the air. The most successful
and best known live radio program
relying on the charts was Your Hit
Parade. This Saturday night network
program was inaugurated in the early
1930’s and continued into the 1940’s,
eventually becoming one of the first
successful TV regulars.

Your Hit Parade was a big favor-
ite with both young and grown-up fans
whose taste in popular music was un-
doubtedly influenced by songs played
and sung during that hour. The show
did well in audience measurement sur-
veys, always competing with the best
in radio.

Bandleaders who served as mae-
stro of Your Hit Parade included Al
Goodman, Johnny Green, Lennie Hay-
ton, Richard Himber, Carl Hoff, Leo
Reisman, Freddie Rich, Raymond
Scott, Ray Sinatra, Harry Sosnik, Axel
Stordahl, Orrin Tucker and Mark
Warnow.

Your Hit Parade singers, some of
whom rocketed from the program to
brilliant careers in radio, films, TV and
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recordings, are Bonnie Baker, Buddy
Clark, Jeff Clark, Doris Day, Joan Edwards,
Georgia Gibbs, Hill Harrington, Johnny
Hauser, Kay Lorraine, Margaret McCrea,
Lanny Ross, Andy Russell, Dinah Shore,
Frank Sinatra, Kay Thompson, Lawrence
Tibbet, Bea Wain, Filene Wilson and Barry
Wood.

On a Your Hit Parade hour the
most popular songs of the week (based
on compilations of chart figures) were
presented in reverse order of their
popularity with the Number One song
always performed last with special ar-
rangement and fanfare. There were
times when a hit song would be Num-
ber One for a number of consecutive
weeks, maybe drop down to second or
third place for a week or so and then
bounce back on top. In the fall of
1943, during an eight-week period,
the hit “Sunday, Monday or Always”
was Number One six times. Table 5.1,
on the facing page, shows how it fared
in competition with other unforget-
table hits of the period.

Radio radically changed song-
plugging. Publishers’ contact men
became “professional men” and even
unionized their profession. They be-
came publisher representatives with
the important job of getting songs
played on the air. Instead of approach-
ing singing waiters, as their predeces-
sors had done around the turn of the
century, these high-pressure artists
contacted bandleaders, program direc-
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Your Hit Parade (Fall 1943)

Figure 5.1

Three most popular songs of the week

Number 2

Sunday, Monday or Always
You'll Never Know
People Will Say We're in Love

People Will Say We're in Love
People Will Say We're in Love
People Will Say We're in Love

Wk.

Ending Number 1

Sep. 4 You'll Never Know

Sep. 11 Sunday, Monday or Always

Sep. 18  Sunday, Monday or Always

Sep.25  Allor Nothing at All Paper Doll
Oct. 2 Sunday, Monday or Always

Oct. 9 Sunday, Monday or Always

Oct. 16 Sunday, Monday or Always

Oct. 23 Sunday, Monday or Always

People Will Say We're in Love

Number 3

In the Blue of the Evening

All or Nothing at All

All or Nothing at All

People Will Say We're in Love
| Heard You Cried Last Night
| Heard You Cried Last Night
Paper Doll

Paper Doll

tors and all the important individuals
who had a say in selecting music for
radio programs.

Doron K. Antrim, during his years
as editor of Metronome, published a
monthly chart and story on the accom-
plishments of Tin Pan Alley’s star pro-
fessional men. Here is an excerpt from
Antrim’s March 1937 edition:

On the Avenue is the third
Irving Berlin picture score
that Harry Link has promoted
since becoming professional
manager at Irving Berlin, Inc.
On the two previous occa-
sions Link and his staff, Frank
Marvin, Charlie Isaacson,
Chick Einker, Hy Fenster and
Doris Taub, put one or more
songs from the scores at the

top of all lists for most-played
songs. So the boys in the busi-
ness figured that Link would
repeat with On the Avenue
score, which he has, as indi-
cated by the position “This
Year’s Kisses”.

The chart listed current songs
that had been broadcast Sunday and
evenings seven or more times over ma-
jor stations WEAF, WJZ and WABC
(then CBS net station) for the week
ending February 22. The list con-
tained 59 songs, with the top six in-
dicated in Figure 5.2, on the next
page.

In addition to Your Hit Parade’s
roster of top tunes and Metronome’s
chart of songs with the most plugs on
the air, there were other radio music
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Title

1. "This Year’s Kisses"

2. "Good Night, My Love"

3. "Love and Learn”

4. “With Plenty of Money and You”
5. "On a Little Bamboo Bridge”

6

. “When My Dream Boat Comes Home"

Figure 5.2
March 1937 Edition of Metronome
Top Six Songs

Publisher No. of Broadcasts
Irving Berlin, Inc. 32
Robbins Music Corp. 29
Chappell & Co., Inc. 26
Harms, Inc. 25
Joe Morris Music Co. 25
Witmark & Sons 24

surveys that were studied carefully by
bandleaders, singers, arrangers, pro-
gram directors, booking agents, pub-
lishers, music dealers.

One survey of particular signifi-
cance during radio’s golden age was
the Peatman Audience Coverage In-
dex. This survey which came to be
known as “The Sheet” was begun in
1941 by Dr. John G. Peatman, a pro-
fessor of psychology at the College of
The City of New York and director of
The Office of Research — Radio Divi-
sion. Dr. Peatman maintained that ra-
dio exploitation of music could be
most effectively measured in terms of
the size of the radio audience that ac-
tually heard a song. He pointed out
that a radio program with an impres-
sive number of listeners naturally
would promote a song far better than
a program with a limited number of
listeners. Repetition of performance
was considered important only when

the audience potential that was reached
was significantly large.

Other surveys tended to report
only the number of times a song was
played on the air each night, listing
all performances by hour and station,
performing artist or group, whether
live or on record. Example: In a three-
station survey in 1943 between the
hours of 8:00 a.m. and 1:00 a.m. in a
metropolitan area, “That Old Black
Magic”, the Johnny Mercer-Harold
Arlen hit from the movie musical Star-
Spangled Rbythm, was played on Sta-
tion “A” at 9:15, 2:30, 6:05, 9:58 and
12:30; on Station “B” at 12:30 p.m.
only; on Station “C” at 9:15, 1:15,
5:00, 11:45 and 12:03, for a total of 11
performances within 17 hours.
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Alice Remsen, composer and publisher, was a vaudeville star before coming to radio in 1927 on The
Stromberg Carlson Hour. (ASCAP)

Trombonist Mike Riley and Eddie Farley, co-leaders of a hilarious jazz combo at the Onyx Club, teamed with
“Red” Hodgson to compose “The Music Goes 'Round and Around”, an instant hit in 1936. (Associated
Booking Corp.)
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Magician-bandleader Richard Himber's Studebaker
Champions unit broadcast a 30-minute 10:00 p.m.
slot on Fridays during the mid-1930's.
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Conductor Mark Warnow supplied music for many
radio shows as leader of Your Hit Parade, The
Borden Program, and Sound Off with Mark
Warnow. (CBS)

Will Rossiter was one of the early 20th century music
publishers who saw the potential in the songs of
black composer Shelton Brooks, author of “Some of
These Days” and “The Darktown Strutter's Ball”.
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The Incomparable Hildegarde (Hildegarde Loretta Sell) and composer Irving Berlin talk over a song for a
broadcast of Penguin Room. Hildegarde was a popular singer on several programs, including her season
as hostess on Beat the Band. (David O. Alber Associates, Inc.; Jerry Saltsberg, photographer)
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Leo Reisman led the band at New York’s Central Dinah Shore was on The Chamber Music Society of
Park Casino, with vocalist Lee Wiley in 1932 and Lower Basin Street and sang for Ben Bernie,
The Schaefer Revue in 1938. (Iconography photo appeared on The Eddie Cantor Show and launched
from The New York Public Library) Dinab Shore’s Open House. (NBC Photo)

Your Hit Parade featured some notable singing duos
such as Johnny Mercer and Joan Edwards, authors of
many hit songs. (CBS)
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Composer Walter Donaldson wrote great songs with Jimmy Van Heusen wrote the music for “Swinging
lasting qualities. His 1927 crop of hits includes “My on a Star”, a hit in the film Going My Way with
Blue Heaven", with George Whiting. (Iconography Bing Crosby. Johnny Burke wrote the words.
photo courtesy of The New York Public Library)

Harry Warren (at piano), composer of many show tunes,
runs through a melody for Charles C. Moskowitz,
treasurer of Loew's Inc., and Louis B. Mayer, MGM studio
chief, for Warren's publishing firm, an affiliate of MGM.
(Al Brackman)
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Gus Arnheim, West Coast bandleader, whose band
had included Bing Crosby and Russ Columbo. He
teamed with Harry Tobias and jules Lemare to
compose “Sweet and Lovely”. (Brown Bros.)
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Composer-singer Joan Whitney checks out copies of
her great songs, “It All Comes Back To Me Now”,
“So0 You're the One” and “High on a Windy Hill”.
She had her own program on CBS.

Raymond Scott distinguished himself as a radio pianist
and as a leader of a swinging quintet on The
Saturday Night Swing Program. (MCA)

Smooth-voiced Lanny Ross, contemplating a
Thanksgiving dinner. On Show Boat he rose to
stardom. (CBS)
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Publisher-composers Barney Young (right) and Perry Bradford. Bradford, a pianist, directed Mamie Smith’s

recording debut. Young championed composers’ performing rights, published songsters and wrote hit
songs.

Ralph Peer (second from right) discovered the potential of country music in the 1920’s. With him are Mrs.
Peer (far left), Arthur Fishbein and Frank Kelton. (Metropolitan Photo Service)
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Songwriter, singer, program director Frank Capano pays tribute to veteran baseball manager Connie Mack with a copy of “Connie Mack, 1 Love
You”.

”

(Sam Miller)
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Songsters, those folios of song lyrics which were
bought to learn the words of the songs heard on
radio, date back at least to the 17th century. A copy
of an 1863 songster might have had the words to
“When Johnny Comes Marching Home” and “Just
Before the Battle, Mother”. Publishers often reaped
profits from unauthorized editions.

Five popular songsters of radio’s golden age were
Top Hits, Radio Hit Songs, Broadcast Songs, Latest
Song Hits and National Song magazine. In addition
to lyrics, the folios contained glamour pictures of
the stars, and news and gossip concerning their
careers.
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Black Music
Breaks Through

Although black dance bands had been
heard over the air for some time
through remotes from night spots like
New York’s Cotton Club and Connie’s
Inn, it was not until 1932 that one

was signed for a commercial radio se-
ries. The unit was Don Redman’s excel-
lent group. The sponsor was Chipso.
The breakthrough was long over-
due. For radio was moving into its sec-
ond decade, and while a few black
spiritual-singing quartets and choirs
were getting exposure on the air,
sponsorship for blacks was still slim
pickings. An exception was the
popular Mills Brothers Quartet. They
sang original arrangements of popu-
lar music brightened by superb vocal
imitations of muted brass. Two memo-
rable numbers of their repertory were
“The Glow Worm” and “Paper Doll”.
During their long stay on the net-
works, following their debut in Cin-
cinnati, the Mills Brothers not only
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represented a prestigious list of spon-
sors, they were repeat guests on the
big-time variety broadcasts. The Ink
Spots, another black quartet, also
scored heavily on radio. A unique style,
with high tenor lead and contrasting
intervals of deep-voiced talking se-
quences, made them a stand out. Fans
thrilled to their treatment of “If I
Didn’t Care” and the rhythmic “Jiva
Jive”. Meanwhile, many other fine
black artists and combos were passed
over when sponsors chose talent for
lucrative commercials.

Nevertheless, black musicians and
arrangers, even with limited radio en-
gagements and scant sponsorship,
had a powerful impact on dance band
and orchestral music during radio’s
growing stage. Among the numerous
black arrangers who contributed
heavily to the success of white dance
bands were Fletcher Henderson, Billy
Strayhorn, Sy Oliver and Mary Lou
Williams. Conductor-composer Will-
iam Grant Still, then a staff arranger
for the big networks, was commis-
sioned to arrange numbers for Paul
Whiteman, Benny Goodman and Artie
Shaw. It was while arranging for
Willard Robison’s Deep River Hour
that Still became the first black in the
nation to conduct a radio orchestra of
white musicians.

Furthermore, not a few of the
long-lived hits in the big bands’ librar-
ies were composed by blacks. “Hon-
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eysuckle Rose” was written by “Fats”
Waller and Andy Razaf. Shelton Brooks
wrote words and music to “Some of
These Days” and “The Darktown Strut-
ters’ Ball”. W. C. Handy contributed
classics like “St. Louis Blues”, “Beale
Street Blues” and “Memphis Blues”.
Duke Ellington composed the haunt-
ing instrumental “Sophisticated Lady”
among other great tunes. Eubie Blake
and Noble Sissle collaborated on “I'm
Just Wild About Harry”; Henry Creamer
and Turner Layton teamed to produce
“After You’re Gone” and ““Way Down
Yonder in New Orleans”.

Author Bruce Cook in his Listen
to the Blues highlights that Bessie
Smith, the greatest of the blues sing-
ers, starred on a remote from a Mem-
phis station in 1924. John Chilton in
Who'’s Who in Jazz pinpoints a Bessie
Smith radio series in 1933 accompa-
nied by a studio band organized by
trombonist Miff Mole. Pianist-com-
poser Clarence Williams had his own
radio show featuring his wife Eva Tay-
lor about that time. Ethel Waters, dur-
ing her triumph in musical comedy,
was a welcome guest on variety show
broadcasts, including Rudy Vallee’s
Fleishmann Hour.

Mixed black and white bands had
been successful in recording studios, but
there was still hesitation to try it on
commercial radio. Mezz Mezzrow’s
highly publicized mixed band that
bowed at the Harlem Uproar House on
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Times Square in 1937 got off to a start
but did not last. Some say Charlie
Barnet was skipped over when spon-
sors named bands for their programs
because of the black musicians and vo-
calists he featured in his band from
time to time.
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People associate Cab Calloway with clowning, hi-de-ho
singing, and the great swing bands he directed.

Jimmie Lunceford came to New York and the Cotton
Club via upstate New York. Arranger Sy Oliver also
played the trumpet and sang. (Lunceford Artists, Inc.)
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Radio fans loved the close harmony of the Mills
Brothers.

Lee Hite was one of several distinguished jazz musician-
leaders who fronted bands at the Cotton Club. (Cotton
Club)
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Jazz violinist Stuff Smith clowned a lot, playing for the swing crowd at the
Onyx Club. Classical fiddlers came to watch him play, including Fritz Kreisler.

Ethel Waters’ fame as an actress of stage and screen Mezz Mezzrow staunchly supported old-style jazz and
sometimes overshadows her singing career. In 1934, led many combos. His composition “Really the Blues”
she co-starred with Harry Richman on radio. and book of the same title became jazz classics.
(Iconography photo from The New York Public Library)
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The Ink Spots enjoyed spectacular popularity in the
“Fats” Waller's singing and comedy were surpassed only 1940's. (Gale Agency, Inc.)

by his brilliant stride piano style. (CBS)

Drummer Chick Webb broadcast his great Savoy Ballroom
Fletcher Henderson’s band broadcast in the 1920's and  band locally and on the nets. At a high point of his
1930's from New York's Roseland Ballroom, Connie's career, he shared the bandstand with young Ella
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