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TOSHIBA MUSICAL INDUSTRIES, LTD.

17, Akasaka e 2-2, Minato-ku e Tokyo, Japan

Liberty Records

Canned Heat

Classics 1V

Creedence Clearwater
Sandy Nelson

Ike & Tina Turner
Ventures

Blue Note Records

Bobby Hutcherson
Lee Morgan
Wayne Shorter
Jimmy Smith

A
DECADE
OF

HITS

and currently
the No. 1 record in Japan
“Mandom”’ by Jerry Wallace.

The Ventures
The most successful
American group in Japan.

The dynamic
Ike & Tina Turner
coming soon to Japan.

KING RECORD CO., LTD.

12,20 Chome, Otawa e Bunkyo-kue Tokyo, ]apan

United Artists Records

Shirley Bassey
Ferrante & Teicher
Bobby Goldsboro
Jay & The Americans
Francis Lai

World’s Foremost
Motion Picture Soundtracks
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By MALCOLM DAYVIS

Japan is no longer the far Far East in this shrinking
world. Seconds from. Milan by telephone, a half-day by
jet from New York, two leisurely weeks from Los
Angeles by steamer—Japan is not really so far beyond
the horizon as it once was.

And the global tastes of a global culture are no less
shared by Japanese than by Canadians, Spanish or
Australians, and the same is true of the mainstream of
business and industry, the wants, needs and aspirations
of the man-in-the-street, the joys and fantasies of the
children.

Yet far from being “Americanized” or “western-
ized,” Japan and the Japanese are instead in a period of
modernization, of a barely perceptible but dynamic
revolution of nearly ever facet of the traditional pat-
terns of life and living, commerce and enterprise, cul-
ture and ideals. That the geisha has been replaced by
the go-go girl or the jinriksha by the motorcycle is not
the point. Japan retains an identity—and to many
Westerners, an inscrutability—which, although modern,
is unique and therefore exciting, challenging and
rewarding.

This Billboard ‘“Spotlight on Japan” report is
intended as a presentation of some of the facts related
to the music, record and tape industries of Japan,
including information on the changing patterns of daily
life and attitudes toward business in general and leisure
and entertainment in particular. We in Billboard’s
Tokyo News Bureau are indebted to a great many
persons within those industries in Japan for their hard
work and enthusiastic cooperation in helping us bring
this report to you.

DECEMBER 19, 1970, BILLBOARD

Japanese Record Market-1969

Courtesy Mrs. George Thomas Folster & Associates

Record Production in Japan has been increasing steadily since 1956. Pro-
duction in 1969 approximately doubled that of 1964, reaching the figure of about
60 billion yen ($167,000,000). At the retail level, this is equivalent to about 85
billion yen ($236,111,111).

In conjunction with the intensification of the nation’s leisure activities, gen-
eral consumption in the field of music is increasing ever more. Although demand
for recorded discs is undergoing internal changes in structure, and the production
of musictapes is upsurging, it is certain there will continue to be steady develop-
ment in the record market.

Singles Stalemate

Singles did not show any development in 1969 in comparison with LPs.
Particularly affected by lack of growth were domestic singles in the popular
category which account for about 30 percent of total record production. Single
sales in Japan were 0.7 units per capita, while in the U.S. and U.K. they were
about 1.0.

Spiraling Production

Especially noteworthy is the rapid growth of Japanese LP’s since 1966. This
growth was further enhanced in 1969 and finally came to exceed that of interna-
tional LPs. Since 1964 the production of international LPs has climbed by 1.8
times, but that of domestic (i.e., Japanese music/artists) achieved a surprising
increase of 5.6 times.

It is interesting to compare the growth of Japanese LP production with that
of Japanese singles which are in stalemate. With the upward trend of the nation’s
leisure consumption in the background, and the efforts of recording companies in
producing records to comply with the changing tastes of demand reflected,
Japanese LPs are considered to make the most important hub of recording in-
dustry in the future.

RECORD PRODUCTION

Rate Rate
Size Unit against Factory Value against
Prev. Year Yen Prev. Year
Japanese 7" 64,404,435 + 1% 17,559,523,428 + 8%
10" 1,549,878 — 32% 530,459,425 — 46%
12” 17,501,313 + 77% 13,993,823,111 + 57%
Total 83,455,626  + 10% 32,083,806,018 + 23%
International 7”7 20,388,128 + 5% 5,641,284,206 + 6%
10" 91,685 + 40% 18,860,742 + 48%
12”7 14,546,427 + 16% 15,580,101,808 + 27%
Total 35,026,240 + 9% 21,240,246,756 + 21%
Grand Total 118,481,866 + 10% 53,324,052,774 + 22%

Yen 360=3$1.00
Japanese Exports

Because Japanese records have little possibility to sell in international markets,
international records pressed in Japan are not permitted to be shipped abroad
by contracts, and piracy of Japanese disks is rampant in southeast Asian countries,
it is extremely difficult to make successful exports of Japanese records. Never-
theless, exports slightly gained over the preceding year and could reach over 3
million yen in 1969.

Record Imports

Now that records manufactured in Japan cover an extremely wide range
involving almost all name labels in the world, imports of foreign records are
not deemed necessary for general public.

Records that are currently imported are mostly for specialist music language
and literary studies, handled by ordinary import firms and Japanese recording
companies. Records imported in 1969 account for about 6 percent of total inter-
national LP's pressed or about 3 percent of total Japanese and international
LP’s manufactured in Japan. Gross imports were a little less than 800 million yen.

Phonograph Sale

The number of stereo phonographs in use is steadily increasing year after
year followed by the resultant demand for disks. The fact that the production
of singles is not improving despite the increase of phonographs proves the chang-
ing trend of demand. 27.3 percent of Japanese families own phonographs (as of
February 1969), while 60 percent respectively of the U.K. and West German
families and 36 percent of French families have the phonographs installed. Where
the U.S. is concerned, almost all families have players.

Transient Period

Japan is now in a transient and revolutionary period. The present society
is undergoing a change in a quick tempo. The recording industry is similarily
undergoing changes in the midst of this social torrent.

The astounding development of mass communications centering around
electronics in recent years and the division of work urged by a sophisticated
social structure have considerably affected the recording industry. On the other
hand, related industries such as tapes have come to flourish. Tapes are new mer-
chandise, but their production indicates a remarkable monthly increase. Strenuous
efforts are also being made to expedite the development of the audio and video
recording device.

Sales Problems

The recent growth rate of record production in Japan is phenomenal, at-
tracting the eyes of the whole world and has climbed up to place Japan next to
the U.S. Japan now ranks second in the world. However, due to the far greater
population than those of European countries, the rate of record popularization
in Japan is low yet with a large potential demand for disks left unexploited.

In U.S. and European countries, the record distribution system is being
revolutionalized gradually by adopting rack jobbing and others that act as a

(Continued on page J-42)
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KING RECORDS organize a “Queen Club” for wives of retailers
—seen here at lunch.
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PRESLEY DISPLAY at an Akasaka Tokyu
shopping plaza in Tokyo.
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RECORD/INSTRUMENT store run by
Yamaha on the Ginza, Tokyo.

MARKETING DISTRIBUTION

Changes Taking Place

Japan is becoming more and more avaricious in the
production and sales of recorded product. Overall 1969
production reached over 130,000,000 units and the
1970 production is running even higher.

There are nearly 125 different labels in Japanese
catalogs, however, and as a result the retailer—and
therefore the consumer—is often at a loss to keep up
with the rapid expansion of the industry. Changes
within the existing channels of distribution and market-
ing are taking place, however, which are leading to
improved control of the fate of a given recording.

Manufacturers release new disks three or four times
a month. Total new titles in 1969 was 10,258, including
both domestic and foreign material. The releases are
channelled to the manufacturers’ branch offices in vari-
ous districts—usually from 7 to 12 divisions of territory
—and branch office personnel supply local retail dealers
according to previous orders. By and large, the ac-
counting and ordering systems used are computerized.

The retail markup of the average product is 30
percent and the “official” returned goods allowance is
6 percent. While the record retailers markup usually
stays in the 30 percent level, the return allowance
rule is often ignored and returns can run as high as 20
percent or even 30 percent in special cases. High re-
turns cause manufacturers a great deal of problems.

Prior to the release of a new title, salesmen from the
record manufacturers’ branch offices themselves visit
retailers, promoting the release with sample tapes or
disks, brochures and posters, catalogs and other sales
tools. In keeping with Japanese traditions, the salesmen
usually come to know the retailers quite well on a
personal basis and a great deal of importance is placed
on friendship and social activities. (King Records, for
instance, has a “Queens’ Club” for the wives of record
retailers.)

The average district route will take the salesman
into each retail store at least once a week.

Retail Burden

Record manufacturers are quite interested in help-
ing the retailer keep up with the changes in the public
taste. Music fans in Japan are quite well informed
about music through television, radio and the many
excellent magazines and often know much more about
records than the busy retailer. The retailer must keep
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track of as many as 1,000 new releases a month from
12 record manufacturers and this a burden on him.

The Record Retailers Association lists some 3,000
shops as members. There are another 3,000 to 4,000
retail shops selling records and tapes who are not
members of an association.

The average record retail shop serves some 17,124
persons (4,701 households) in his area. Therefore, most
record dealers are in the small to middle-size class.
About 1,200 retailers are considered “big” and handle
80 to 90 percent of total sales in Japan. In turn, only
about one-third of these 1.200 make up 65 percent of
total sales, although this is changing as the smaller
stores are becoming more aggressive in their sales.

The principal and motto of the Record Retailers
Association is “‘Unification of Production and Sales—
Coexistance and Co-prosperity.” Those who join the
association must follow the motto which includes the
practice of always selling records at the price set by the
manufacturer. There is no discounting or bargaining on
record retail prices. Those who attempt to discount
records are tried before a panel of Association mem-
bers, even if the offender himself is not a member.

There are no 78 rpm records manufactured in
Japan today, although in 1960 they occupied about
12.8 percent of the market. Likewise, the 10-inch LP
and the 7-inch EP, which were so popular a few years
ago, have almost disappeared from the shelves today.

Overall record/tape production and sales is increas-
ing by about 21 percent each year. At the same time,
LP’s are growing in importance, singles are leveling off.
Music originating from other countries (on foreign
labels) now captures approximately 40 percent of the
overall market, but this is decreasing.

Bookclubs and other similar companies are selling
records and tapes and claim to occupy about 10 percent
of the overall market. There is no independent whole-
selling of records in Japan as such—no one-stops, no
rack-jobbers, etc.—and it is unlikely that there will
be in the near future. Some 20 percent of the records
sold are handled from the manufacturer through large
dealers (approximately 12 different companies) who
retail them through branch stores. The remaining 70
percent of the product is sold by retailers who are
supplied directly by the manufacturer.

JAPAN’S RECORD DISTRIBUTION PROFILE

Approx. share
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of market
JAPAN MNFGS's SALES RECORD o
RECORD MNFG. BRANCH RETAILER DU WUs)
(approx. 3,000 shops)

DEALER RECORD RETAILER CONSUMER

(approx. 12) {approx. 3,000 shops) 20%
BOOKSTORE CONSUMER

SPEgBAULTgéLES BOOKESTEORES, CONSUMER —— 10%

T100%
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Each new generation. .. for over 60 years...has enjoyed records
produced and distributed by NIPPON COLUMBIA. ..records from
pop to classical by Japanese and international artists.

The newest 30cm stereo records recommended and sold by NIPPON COLUMBIA

Jazz by Japanese Artists Classical Music by Japanese  Japanese Popular Songs Contemporary Music of Japan Traditional Japanese Music
Artists (Denon Records)

= WIMMSIABE

SENSATIONAL JAZZ '70 BEETHOVEN'S NINE BETSY & CHRIS ON STAGE BALLET BUGAKU MUSIC BY THE ENSEMBLE MEMORIAL RELEASE,

Toshiyuki Miyama & his New SYMPHONIES Betsy & Chris CD-7007 Toshiro Mayuzumi (Composer), NIPPONIA COMPOSED BY LOVELY POP SONGS ON
Hard Orchestra Hiroyuki iwaki conducting the — and others MINORU MIKi PARADE FOR ONE CENTURY
Terumasa Hino (Trumpet) NHK Symphony Orchestra 3 > Hiroyuki iwaki conducting the "PRELUDE FOR SHAKUHACHI, ADM-1001-10
PSS-10025-6 08-10074-80 NHK Symphony Orchestra KOTO, SANGEN & STRINGS; =
0S-10050  and others s ¥ o
X214 | 7 h
: s' » ” :l:é
o YLFZ vy AT \ (.\ 1 g st e
< = /8
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YOSHIKO/THIS GIRL'S

Yoshiko Goto CD-5022 i B ]
i SHIN-HOGAKU ARRANGEMENTS
BEETHOVEN'S COMPLETE 5 FOR KOTO, SHAKUHACHI AND
PIANO SONATAS A PARAPHRASE DRUM BY SEIHO KINEYA
Takahiro Sonoda (Piano) > } AFTER ANCIENT JAPANESE ART OF MARIMBA CLS-5051
08-10081-91 / MUSIC” ‘CONCERTO POUR MARIMBA ET CLS-5078
Y Minoru Miki (Composer), ENSEMBLE A CORDES; CLS-5100
and others 08-10052 and others
Keiko Abe (Marimba)JX-9-11 S s
> \
o VPRI 4}*‘}
Japan’s most popular singers under - L TR e ) B
. . . YUKARI'S NEW WORLD .
exclusive contract with Yukari ito Eptay :
NIPPON COLUMBIA e
A~
Main Artists of Nippon Columbla \ SHIN-HOGAKU
TRANSFORMATION OF THE i SHICHIKU SYMPHONY "
Hibari Misora, Harumi Miyako, .PIANO LIVING HERITAGE OF Bondai Fujii (Composer)
Kazuo Funaki, Naomi Chiaki, PIECES FOR PREPARED ASIAN MUSIC CLS-5119
Chiyoko Shimakura, Hideo PIANO & STRINGS” Stereo recordings of Indian and

Toshiro Mayuzumi (Composer), Middle East music EDS-16-9
and others 0S-10055

Murata, Hide & Rosanna

SHIN-HOGAKU
'ARRANGEMENTS FOR
JAPANESE INSTRUMENTAL
MUSIC COMPOSED

BY ENSHO YAMAKAWA

CLs-5087

-

3t
The world’s leading record labels represented by NIPPON COLUMBIA for Japan
ALSHIRE BARENREITER- EVEREST HICKORY MUSICA ET LITERA MUSIDISC-EUROPE ROULETTE UNICORN
ALVARES MUSICAPHON EURODISC IMPACT MELODIA PALETTE SUPRAPHON VOX
AMADEQ CANDIDE ERATO JANUS MPS PREISER STEREO TAPE VALOIS
AUDIO FIDELITY CANTATE EMBER KAMA SUTRA MAINSTREAM PYE SYMPHONY TONE VIKING
BAM CHART FESTIVAL LE CHANT DU MONDE MUZA PEERLESS TURNABOUT
BUDDAH DISC AZ FOLKWAYS LYRICHORD MONITOR PELCA TURICAPHON
BYG DA CAMERA HISPAVOX METROMEDIA MOULOUDJI ROCOCO T-NECK

@'%'4 NIPPON COLUMBIA CO.,LTD
4-14-14 Akasaka, Minato-| ku Tokyo, Japan
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Be ready for great new things!

Warner Bros. Records (Japan) Inc. and Pioneer Electronic Corp., the great Japanese stereo manu-
facturer, and Watanabe Production, the largest star-management Co. in Japan, have come together

in a powerful Pacific hand-shake. Remember Jan., 25th, 1971 and watch out for exciting things on
the big new Warner Bros.-Pioneer label.

,\-.-‘ooooﬁ

WARNER BROS.- PIONEER CORPORATION




akira FUSE sl'nnlchl MOR}

7 entertaining

Top

Q .

organization ik

SCHOOL MATES

- 9

P

In

K

4

T
S
COOL FIVE

Japan

&/

mari HENMI

-~

michiyo AZUSA chiyo OKUMURA

o i 1

The PEANUTS

WATANABE PRODUCTION CO., LTD.
President: SHIN WATANABE

Matsur Bldg. %4, 1 -chome yurakucho chiyoda-ku. Tokyo, Japan WATANABE MUSIC PUBLISHING CORP-

phone. 502- 0541 CABLE: PROWATANABE President: MISA WATANABE
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Japan’s Record Manu

CANYON RECORDS, INC.

President: Tatsuro Ishida. Director of international depart-
ment: Johnny I. Takasaki. Director of operations depart-
ment: Tokayasu Yoshioka. Director of sales promotion
dept.: Yukio Iwasaki. Address: 33rd floor, World Trade
Center Bldg., 3-5 Hamamatsu=cho, Shiba, Minato-ku, Tokyo,
Japan. Telephone: (03) 435-4946. Domestic label: Canyon.
Foreign labels: none at present.

Canyon Records was formed as
a part of the Fuji-Sankei (television
broadcasting and newpaper pub-
lishing) Group on Aug. 1, 1970,
with a capital of 10,000,000 yen.
They released their first product
on Oct. 10, 1970, a single, “Juke
Box,” which sold 50,000 copies in
the first 10 days. Canyon, by way
of the Fuji-Sankei Group, has strong
connections with Pony, one of Ja-
pan’s largest tape software makers and distributors. The
Fuji-Sankei group is Japan’s largest mass communica-
tions media group. It combines Canyon Records and
Pony with radio, television and newspaper media, in-
cluding the Nippon Broadcasting System plus 28 other
radio stations, Fuji Telecasting Co. with 27 stations
and the Sankei Shimbun (newspaper). The official fi-
nancial backers of Canyon Records, Inc., are Pony
(60 percent) and Nippon Broadcasting Systems, Inc.
(40 percent). Canyon has branch offices (sales and dis-
tribution) in Sapporo, Sendai, Nagoya, Hiroshima,
Osaka, Fukuoka and Tokyo.

T. ISHIDA

CBS/SONY RECORDS, INC.

President: Norio Ohga. General manager, International
Repertoire: Toshi Nirazuka. Assistant to manager: Tatsuya
Nozaki and Tatsuo Omata. Address: 3-17-7 Roppongi,
Minato-ku, Tokyo, Japan. Telephone: (03) $85-0411. Over-
seas Branches: CBS/SONY HONG KONG. ¢/o Sony Corpora-
tion of Hong Kong, Ltd., St. George’s Bldg., 22nd floor,
No. 2, Ice House St, Hong Kong BCC. Domestic label:
CBS/SONY,

CBS/SONY Records was formed
March 1, 1968, with a capital of
720,000,000 yen. It is a joint-ven-
ture company between Sony of Ja-
pan (50 percent) and CBS of the
U.S. (50 percent), formed to pro-
duce and merchandise records and
recorded tape products. They re-
leased their first product on Aug.
21, 1968. As of September 1970
the company lists over 2,000 items
in its release catalog. CBS/SONY reports that they have
exported some $91,480 worth of records and tapes in
a year’s time. Simon & Garfunkel’s “Sound of Silence”
is reported as their largest-selling record release in
Japan to date.

N. OHGA

KING RECORD CO., LTD.

President: Kazumitsu Machijiri. General manager: Naondo
Ogawa. Sales manager: Misao Masvo. Foreign liaison
dept.: Mamorv Suzuki. Address: 12-13, Otowa, 2-chome,
Bunkyo-ku, Tokyo, Telephone: (03) 941-3111.,
Domestic labels: King, Seven-Seas.

King’s history in the record busi-
ness begins in 1930 when a rec-
ord department was established
within Kodansha, a major book
publishing firm. In 1931 the first
recorded product went on sale
through a contract with Teldec
Schallplatten of Germany and in
the same year King began to re-
lease Telefunken recordings in Ja-
pan. In 1942 King purchased
Taihei Records and, in the following year, the masters
of Ohira Boeki. In 1946 the Nippon Rokuon Kogyo
Co., Ltd., was formed and King took over the record-
ing business of Kodansha and changed its name to
King Onkyo Co., Ltd. In 1951 the name was changed
to the present form and a contract with Capitol Rec-
ords was signed, lasting for five years. King’s first
stereo disk releases were in 1959, four-track stereo
tape went on sale in 1966 and King's music cassettes
and 8-track stereo cartridges were first released in 1967.
The top-selling pop group on the King label is Pinky
& The Killers, a Japanese group.
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Compiled by YOKO HONMA

NIPPON CROWN CO., LTD.

President: K. Arita. General manager: Masanori lto. Sales
manager: Yujiro Yoshida. Director: T. Kamei. Address:
10-8, 2-chome, Akasaka, Minato-ku, Tokyo, Japan. Tele-
phone: (03) $82-4741. Domestic label: Crown, PANAM.
Foreign labels: none.

Nippon Crown was formed Sept.
6, 1963, with a capital of 250,
000,000 yen. Present owners of the
company include K. Arita, Mitsu-

=~ bishi Electric, Mitsubishi Bank,

@ Mitsubishi Shoji, Gakushu Kenkyu

Sha, Dai Nippon Kaihatsu KK, etc.

Although they are known as spe-

cialists in popular Japanese music

ARITA recorfiings, t_he company also is ac-

tive in motion picture production

and sales, promotion and planning for radio and tele-

vision broadcasting, music publishing, etc. A small

portion of their product is exported to Okinawa, Honk

Kong and Honolulu. Biggest record-selling star in
Crown’s stable is Saburo Kirajima.

NIPPON PHONOGRAM CO., LTD.

President: Kokichi Matsuno. Managing director: Nobuya
Ito. Publicity & promotion: Susumu lzaki. International
division: T. Sekiguchi. Address: Akasoka Tokyu Building,
14-3, 2-chome, Nagata-cho, Chiyoda-ku, Tokyo, Japan.
Telephone: (03) 580-3661. Domestic label: Philips.

Nippon Phonogram Co., Ltd., was
formed June 1, 1970, with a capi-
tal of 100,000,000 yen. Until that
time the Japan Philips label and
the foreign labels now represented
by Nippon Phonogram were han-
dled together as a division of the
Victor Co. of Japan (Nippon Vic-
tor). That company now shares
with Matsushita Electric the control
of 60 percent of Nippon Phono-
gram while Philips of Holland controls 40 percent.
The Philips label in Japan is known for its many top-
selling Japanese artists in the popular field, the best-
known of which is Ryoko Moriyama. Nippon Phono-
gram will soon move into its own office building in the
Roppongi District of central Tokyo.

K. MATSUNO

MINORUPHONE CO., LTD.

President: Y. Tokuma. A&R: R. Harada. Sales: K. Nakayama,
Publicity and advertising: M. Kimura. Address: Daivichi
Taihei Bldg., 45-1, Ts hazu, 2-ch , Shinjuku-ku, Tokyo,
Japan. Telephone: (03) 862-1381. Domestic labels: Minoru-
phone, HarVest, Mama. Foreign labels: none.

Minoruphone was formed under
the name Taiyo Onkyo K.K., Feb.
1, 1965, in Tokyo with a capital
of 25,000,000 yen. At that time
they belonged to the Taihei Group
and were engaged in the produc-
tion and sales of audio instruments
and in management of recording
studio facilities. In February 1965
the name was changed to its pres-
ent form and in September of that
year the first record, a 7-inch LP, went on sale. They
became independent from the Taihei Group in 1969.
The largest-selling popular recording star on the Minoru-
phone label is singer Masao Sen.

Y. TOKUMA

WARNER BROS.-PIONEER CORPORATION

President: Yozo Ishizuka. Vice-president: Phil Rose. Manag-
ing director: Kazuyoshi Ohno. Address: Roppongi Fuji
Bldg., 4-11-10 Roppongi, Minato-ku, Tokyo. Domestic label:
Pioneer.

r

Warner/ Pioneer is the newest of

Japan's 12 major record manufac-

turers, founded Nov. 6, 1970. The
0 company is a joint-venture be-
tween Pioneer Electronic Corp.
(25 percent), Watanabe Productions
(25 percent) both of Japan, and
Warner Bros. of the U.S. (50 per-
cent). The first Warner/Pioneer re-
lease is scheduled for Jan. 25,
1971.
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facturers

NIPPON COLUMBIA CO., LTD.

President: T. Shoboji. Managing director: M. Harada.
General manager of international repertoire: S. Watanabe,
Address: 4-14-7, Akasaka, Minato-ku, Tokyo, Japan. Tele-
phone: 584-8111. Overseas branches: Nippon Columbia
Co., Ltd., 6, East 43rd St., New York, N.Y. 10017, Nippon
Columbia Co., Ltd., Hamburg Office, Kanfmannshans 1,
Zimmer 126, 2 Hamburg 36, Gleichenbrueche 10, West
Germany. Domestic labels: Columbia, D

Nippon Columbia was formed as
Nippon Chikuonki Shokai K.K. on
Oct. 1, 1909, with main offices in
Tokyo's Ginza for the purpose of
making and selling record players
and needles. The first president was
a foreigner, F. W. Horn. In 1926
the company made contractural ar-
rangements with Columbia of the
UK. to release records and in the
next year, the American Columbia
joined in management. Their name was changed to its
present form in 1946. Also in that year they purchased
Nippon Denki-Onkyo K.K. (Japan Electric Audio Co.)
and increased their capital to 360,000,000 yen. In 1966
they moved into their main offices/studios on what is
known as “Columbia Hill™ in the Akasaka district of

7. SHOBOJI

" Tokyo.

TEICHIKU CO., LTD.

President: T. Nanko. Manager, international division: Ichiro
Kinoue. Advertising and promotion: Mr. Ariga. Sales man-
ager: Kikuji Katsuura. Address: (Main Office: 148 Tsuka-
machi, Nara City, Nara Prefecture, Japan). Telephone:
(0742) 22-0468. Tokyo Office: 2-1, Nishi-Shimbashi, Minato-
ku, Tokyo, Japan. Telephone: (03) $502-6651. Domestic
labels: Teichiku, Union, Overseas.

The Teikoku Chikuonki K.K. was
e !

duce and market records and rec-
ord players in Japan. The first re-
-~ cordings were sold under the name

e Teichiku, an anagram of the orig-

V inal company's name. The first
‘ main office was in Osaka, later—

‘: in 1936—moving to Nara City. In
1945 the company began to pro-
duce records after having ceased
production during the war. In 1954 the company’s
name was changed to its present form. In the 1960's
the company began making license agreements with
such foreign labels as those under the MCA roof,
Scepter, Monument and others and in 1968 entered
the prerecorded tape field. Teichiku's top-selling artist
is Haruo Minami.

formed on Feb. 11, 1934, to pro-

I. KINOUE

VICTOR COMPANY OF JAPAN

President: Y. Kitano. Vice president: Kenjiro Takayanagi.
Executive managing director: Hidemasa Nishigaki. Man-
aging director: Katsunori Kasajima. Address: (Main Office:
1-1, 4-chome, Nihombashi, Chuo-ku, Tokyo, Japan. Tele-
phone: (03) 241-7811. (Tokyo Akasaka Office: Akasaka
Tokyo Bldg., 14-13, Nagata-cho, 2-chome, Chiyoda-ku,
Tokyo, Japan. Telephone: (03) 581-3211. Domestic labels:
Victor, Green City, Shinsekai.

Victor Company of Japan, com-
monly called Nippon Victor, was
formed in September 1927. The
original capital of 2,000,000 yen
was invested by Victor of the U.S.,
later combining with RCA of the
U.S. in 1929. In 1943, RCA with-
drew its financial investments and
the name changed to Nippon
Onkyo K.K. In 1945 the name
again changed—to its present form
—and the capital was increased to 540,000,000 yen.
In 1969 Victor finished its all-new recording studios in
the Olympic Park section of Tokyo and the facilities
are said to be the best outside the U.S. or UK. On
the company’s domestic labels, blind guitarist Osamu
Minagawa is their top-selling artist, having sold over
2,200,000 records. Nippon Victor is generally con-
ceded to be the largest record manufacturing company
in Japan.

Y. KITANO

(Continued on page J-13)
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JAPANESE BEST SELLING RECORDS!

YOKO Kishi
"HOPE" (Kibo)

Ritsuko Abe

‘BONDAGE OF LOVE’
(Ai no Kizuna)

\ Sarah & Meloy
“SOUND OF PACIFIC”

12 TRADITIONAL JAPANESE FOLK SONGS DEFTLY
ARRANGED IN BOSSA NOVA IDIOM AND SUNG IN ENGLISH
BY TWO CHARMING YOUNG GIRLS *SARAH & MELODY”

1 KING RECORD Co, Ltd.

KING 12,2- CHOME OTOWA, BUNKYO-KU, TOKYO, JAPAN
V. Cable Address: KINGRECORD TOKYO Tel (941) 3111 % Telex: KINGRECD TK4963

A Leading Japanese Music Publishing Company

. SEVEN SEAS MUSIC Co. Ltd.

¢A Subsidiary of KING RECORD Co., Ltd. and a Trc of Ori lJ|

MUSIC Is Waiting For Your Immedlate Contact

12,2-CHOME, OTOWA, BUNKYO-KU, TOKYO, JAPAN
Cable Address: SEVENMUSIC TOKYO



SERVING TEA TO ALL OF YOU IS OUR WELCOME

Serving also your record and publishing interests
is making use of our:

Aggressive Promotion
Nation-Wide Sales Organization
Creative Product Department

Reliable and up to date Accounting

This is our way in Japan.

Nippon Phonogram Co., Ltd.
Akasaka Tokyu Bidg., 14-3, Nagata-Cho, 2-Chome, Chiyoda-Ku, Tokyo 100
Tel: (03) 580-3661 Cable Address: NIPHILDISC TOKYO

Tokyo Music Publishing Co., Ltd.
P.O0. Box No. 13, Trade Center, Tokyo 105
Tel: (03) 435-5276 Cable Address: MUSICATO TOKYO




PHILIPS & o= IF YOU HAVE A SOUND
- TO OFFER

THE JAPANESE,

TURN TO

NIPPON PHONOGRAM

Nippon Phonogram know the

~ Japanese music market - the most

. dynamic and exciting market today -
= from the inside, as no outsider can.

We advise effectively, act efficiently
. inrecording, pressing, selling,
= distribution, and promotion as we are
~ doing for Philips, Fontana, Mercury,
.~ Ri-Fi, Island, Vertigo, Charisma.
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Foshiba

RECORDS

FOREMOST
AND

MOST PROGRESSIVE
RECORD COMPANY

OF JAPAN

Covering Local and International Records, Tapes, Video-tapes and Music Publishing

) o
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TOSHIBA MUSICAL INDUSTRIES LTD.
TOSHIBA MUSIC PUBLISHING CO.LTD.

TOKYO JAPAN



Japan’s Record Manufacturers

o Continued from page J-8

NIPPON GRAMMOPHON CO., LTD.

President: 5. lzawa. General manager: K. Morita. Sales
manager: M. Kasahara. Manager of internolional dept.:
W. Kimura. Director: W. Arming. Address: 1-8-4 Ohashi,
Meguro-ku, Takya, Japan. Telephone: (03) 462-5131.
Domestic label: Polydar,

Nippon Grammophon was formed

as Nippon Polydor Co., Ltd., in
1953 with a capital of 60,000,000
e yen. The capital doubled in 1954

) c N v and the name was changed to its
- present form. Also in that year the
\ company began to release its Japa-
‘ P 4 ‘ nese repertoire. In October of 1965
Grammophon Genno Publishing
was formed and the parent com-
pany began work on new offices in
Meguro, Tokyo, to which they moved in November of
1967. Deutsche Grammophon GmbH of West Germany
control 50 percent of Nippon Grammophon stock:
Fuji Denki is the second largest shareholder with 24.5
percent and the rest is held by various Japanese in-
terests. The biggest-selling artists on their domestic
Polydor label are The Tigers.

S. IZAWA

TOSHIBA MUSICAL INDUSTRIES

President: Yasuke 5ugo. Executive managing directar: N.
Ishizaka. Publicity and advertising: H. Yoden. Internatianocl
department: M. Kato. Address: 2-2-17 Akasaka, Minato-ku,
Tokya, Japan. Telephone: (03) 585-1111. Domestic labels:
Toshibo, Express, Capitol, Liberty.

Toshiba Records was formed as a
joint venture between Toshiba Elec-
tric Companies and Capitol In-
dustries, Ltd., in 1960. Early in
the company’s history, several key
master licensing contracts were
drawn with foreign labels includ-
ing EMI, Capitol, Liberty, Trans-
global, Warner Bros.-Seven Arts,
etc. The official financial control
of TMI is EMI, 25 percent; Capi-
tol, 25 percent; Tokyo Shibaura Electric, 50 percent.
The company’s Liberty division has experienced re-
markable sales of records and tapes in the popular field
with The Ventures, while TMI’s Capitol (Apple) label
has prospered with The Beatles, etc.

~

o

Y. SUGA

Japan At A Glance

Size: 369,662 sq. kilometers; slightly larger than the
British Isles but smaller than France.

Geography: Volcanic archipelago in latitudes rang-
ing roughly from a corresponding point at the U.S.-
Canada border to the U.S.-Mexico border. Four major
islands (Honshu, Kyushu, Shikoku, Hokkaido) and sev-
eral hundred smalier islands and islets. Approximately
85 per cent land area extremely mountainous.

Population: 100,240,000 (1965 census).

Gross National Product: 43,116,700,000,000 yen
(Official exchange: 360 yen = $1.00 U.S)).

Average annual income per household: 787,000 yen.

Size of average household: 3.78 persons.

Age groups: (approximate)

male female
0-14 57,676,000 59,144,000
15-29 14,392,000 14,358,000
30-64 19,437,000 20,974,000
65- 2,942,000 3,725,000

Total private automobiles: 7,681,801; Total (non-
automobile) radio receivers: 57,421,053.

Total television receivers: 22,485.831; (black/white)
17.104.666; (color) 5.381,165.

Average education: (male and female) 12 years.

Government: Constitutional Democracy.

Total annual exports (1969): 4,198,711,320,000 yen
($11.663.087.000).

Major exported products:

1. Machinery $4,394 916,000
2. lron & Steel 1,272,432,000
3. Metal goods 1,781,429,000
4. Ships 982,473.000
5. Chemical goods 684,314,000

Total recorded music production (1969):
(approximately) 130.000,000 disks/reels
(approximately) 56,000,000,000 yen FOB

Export of recorded product: less than 10 per cent

including that to Okinawa.
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MUSIC PUBLISHING CO. LTD.

2-chome, Tsukasa-cho Kanda, Chiyoda-ku, Tokyo Japan

tel (29212861 ~8
Cable Address

SHINKOMUSIC TOKYO

*MUSIC PUBLISHING ... DOMESTIC & FOREIGN

*PUBLICATION & DISTRIBUTION ........... SHEET MUSIC FOLIO,
BOOKS & ETC.

*MUSIC LIFE v Pop MusitchMcgczine for
e young generation

* YOUNG GUITAR » vPop Music Magazine for

Cuitar enthysiasts & students.

*MASTER PRODUCTION
* TALENT MANAGEMENT

*MUSIC, RECORD & TALENT PROMOTIONS.

ATTENTION !
ARE YOU PLANNING TO START NEW BUSINESS IN JAPAN ?
LET US ASSIST YoU!

WE RECENTLY OPENED A NEW “ACCOUNTING SERVI~
CE DIVISION” TO ASSIST YOU IN YOUR EVERY NEED.
FOR ACCURATE, HONEST & SPEEDYACCOUNTING
SERVICE AND TOPS IN PROMOTIONS OF YOUR MUSIC,
RECORDS AND TALENT.........

CONTACT “"ACCOUNTING SERVICE DIVISION” AT ABOVE
ADDRESS FOR FURTHER INFORMATION.
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Sei And Do—
The Japanese As Music Lovers

By KUNIHIKO MURAI
President, Alfa Music

In discussing the character of the Japanese music
market, one must first consider the nation’s historical
background, or rather, the origins of its people.

Unlike some Ornental nationalities, Japanese are a
mixture of diverse Asian peoples whose cultural back-
grounds have been merged into one. This is especially
true in the world of music.

In Japan today we find descendants of the peoples
of the South Pacific, Central Asia, China, Korea, Siberia
and other areas. Likewise, the Japanese cultural roots
are almost wholly borrowed.

Perhaps what may be called the outstanding fea-
tures of the Japanese is the rapid pace at which they are
able to absorb foreign culture. Evidence of this can be
seen in the introduction and the speedy absorption of
Western arts at the time of the Meiji Restoration (1868-
1912). The fact that the Japanese found no major
difficulty in applying foreign customs to their way of
life added a large amount of speed to their adaptation.

What is now considered to be Japanese music was
first implanted into the culture from outside sources.
“Gagaku,” which is considered to be the traditional
Japanese music, and which is still played at all the im-
portant occasions and ceremonies of the Imperial
Palace, originally was introduced to Japan from India
via China. Various adaptations and changes took place
in the incorporation of this type of music, and the
finalized form was the world's first symphony “Gagaku,”
produced by the hands of the }apanese.

It is not music alone that was borrowed. The Indian
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“sitar” took the forms of the “samisen” (pronounced
“she-ah-mi-sen,” a banjo-like instrument) and the “biwa”
(similar to a lute) in the realm of Japanese culture. The
“koto™ (vertical harp), anether traditional Japanese
instrument, was also introduced to Japan by China in
a primitive form.

One can say that almost all outside influence upon
Japan before the Meiji Restoration came through China.
Therefore, all foreign music entered Japan via China
also. It was only a century ago or so that Japan first
encountered other and mainly Western cultures directly.
The music of today would have taken quite a different
form had the Japanese not opened their doors to the
West at this time. Another major change in Japanese
music took place after World War II. Thus, the Meiji
Restoration and World War II marked two great pe-
riods of change in Japanese music.

Music Knowledge

From the time of the Meiji Restoration up to the
Second World War, the Japanese people had a scholas-
tic attitude toward music. For them, “knowledge™ of
music was one of the prerequisites for being among the
intelligensia. And the diligent nature of the Japanese
was able to produce, in a very short period of time, a
number of top-ranking musicians in the field of classi-
cal music.

This attitude of “music as part of education” still
exists in present-day Japan. Most of the outstanding
classical musicians here are at the same time expert
educators.
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LIKE THE major world markets, Japan looks back on the
78 rpm disk as an antique

Another factor which shows the existence of such
an attitude is the large enrollment of students in the
Yamaha Music School. This school offers musical edu-
cation to anyone, regardless of age. Some 300,000 of
the number enrolled in the Yamaha Music School are
children and adolescents ranging from three-year-olds
to the higher teens. Parents, very eager to ‘“educate”
their children in music, do their best to send their
children to such institutions.

Pop Music

Pop music did exist in Japan before World War 11,
and it did enjoy popularity to a certain extent, but
only among progressive young people. It was only after
the war that the Japanese began to feel that it was per-
missible for the masses to simply be entertained by
music. Once this attitude was adopted, it grew very
rapidly, to the extent that today, the music in the
minds of Japanese youngsters is Western.

That is to say, they possess a Western outlook on
music; they are fully aware of the methods of *‘enjoy-
ing” music, and actually look at music as do other
youths all over the world.

Looking at Japanese music from a commercial point
of view: that is, looking at the market, one cannot help
noticing the power of the “Kayokyoku”; the amalga-
mation of traditional Japanese popular music, “Dodo-
itsu,” “Kouta,” and the Western technique of expres-
sion. The market for the “Kayokyoku” was built up by
Victor and Nippon Columbia over a period of 50 to
60 years. These two largest record distributors of Japan
produced this mixture of the Japanese spirit and West-
ern technique for the Japanese record market.

“Kayokyoku™ has a large number of supporters,
fans and lovers. One can safely say that a foreign
firm will not be able to do good business in Japan if
it tries to operate outside the realm of “Kayokyoku.”
For example, big hits in the U.S. and U.K. are not
necessarily so in Japan, while French songs that are
almost unknown in France make the top of the charts
here in Japan.

One noticeable occurrence in the history of Japanese
music over the past five years is the birth of the “Wa-
sei pops.” The subject of the “Wa-sei pops,” or “Japan-
made pop music” was taken up at the 1970 Billboard
Conference at Mallorca, and therefore some of the
readers should be aware »f it.

The emergence of the “Wa-sei pops” was a result
of various factors in Japanese society, but in my opin-
ion, there are two big causes. One is the political factor;
that is to say, the heavy pressure put on the Japanese
record companies by foreign business concerns. The
other is the dissatistfied Japanese youth. The youth de-
manded more beat and more harmony from Japanese
music, which they found was lacking in the “Kay-
okyoku.”

However, like all other types of progressive music,
“Wa-sei pops” resulted in being only one minor phase
in the long history of the “Kayokyoku” which still con-
tinues to dominate the Japanese record market as it did
over half a century ago.

One type of Japanese music lover is he who listens
only to foreign music. This type closely resembles the
“hip” French young man. The *“hip” Parisian does not
wear clothes that are made in France, neither does he
listen to French music or radio. This youth lives in an
“America in France.” For the Japanese equivalent of
this type, the music is modern jazz. Thus, in the Jap-
anese market we can observe the high sales of the
“Kayokyoku” on the one hand, and Miles Davis and
Bill Evans on the other. In this country one can find
the “peaceful coexistence™ of the simple and the so-
phisticated.

Such was a brief description of the history of Jap-
anese music and its fovers. I am sure that the readers
of this article are puzzled by the fact that big U.S. hits
are unknown here, whereas “unknowns” turn into big
hits. To this, I myself a Japanese, cannot give a clear
answer, | can only say that the Japanese intellect was
cultivated in the Western way, while the spirit of the
individual still remains to be Japanese. The Japanese
spirit prefers “Sei” (“stillness™) to “do” (“activity”),
and in the “sei” it tries to discover the “do.”

Lastly, if anyone of the readers would like to learn
more about Japanese music and its lovers, or Japanese
people, my advice is to study Zen Buddhism, Shinto,
and “Jukyo,” Japanese codes of behavior based on
Confuscian principles.
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An Entertainment Service of
1' r Transamerica Corporation

United Artists Music (Japan) Inc

Maruyama Building, 25 3-chome, Iikura, Azabu
Minato-ku Tokyo, Japan

Tp[ophone;5)s‘5-3.18() pRESIDENT TATS NAGASHIMA

J

MARUYAMA BLDG.

25. 3-CHOME, IIKURA, AZABU
MINATO-KU, TOKYO, 106 JAPAN
TEL: 585-3481

CABLE: TAIYOMUSIC TOKYO PRESIDENT TATS NAGASHIMA
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THE OTHER side of foreign talent in Japan—Stockhausen,
during one of his appearances.

CONDUCTOR HERBERT Von Karajan, right, makes reg-
wlar Japanese appearances.

ANOTHER EXPO appearance—Sammy Davis Jr. in action.

JAZZ TRIO led by George Otsuka, resident at the Pit Inn,
Shinjuku, Tokyo.
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How Can | Be Successful in Japan?
L= = — = — - — . T )

e Continued from page J-16

his own country has helped him make a “comeback™ at
home.

If a Japanese record compuny finally has decided to
represent an artist, a long-range plan—usually a three-
year program—is set up. The release and promotion
policy is hammered out: the company makes sure to
have at least four of five singles and two or three 1LP's
available for the first year.

At the same time they start promoting the product
via radio. The response of the audience is of great
importance, and is the basis for all future planning.

There are now some 48 commercial radio broad-
casters in Japan with 157 stations spread over the
country (which is about the size of California. don't
forget). More than 34 million radio sets are in use. or
1.4 sets per household. According to the latest surveys,
classified by time band. sex. age group. ctc.. people
listen to the radio, in many cases. more frequently than
they watch TV.

The largest segment of female listeners. for instance.
is in the age group of 20 to 24. There is a general
emphasis on programming for young people here—tailor
made for the music promoter.

Music and entertainment programs are by far the
most popular with all groups of radio listeners. “Mid-
night™ programs (10 or 11 p.m. to dawn) are regulur
listening for teen-agers and students. According to a
survey, 43 percent of the buyers of a new single. heard
it first on radio. 16 percent on TV and 13 percent read
articles in magazines and thereby got the impulse to buy.

Japanese record companies, fully aware of the
importance of radio plugging. have their own sponsored
radio programs. in which they concentrate on those
artists they want to back up. Muny of the broadceasters
have direct corporate affiliation with record manutac-
turers as well as with other media.

One Year

As I mentioned before, it usually takes one vear to
make an artist well known. There is no rule without an
exception: The Shocking Blue with “Venus™ had a
smash No. | on the charts within ten weeks. And this
was without the help of a personal appearance in Japan
by the group. Such exceptions are rare. however.

Radio programming together with an intense promo-
tion in the popular magazines is luunched for the new
artist. Japanese by nature are very eager readers. Re-
flecting the elevation of living stundards, diversification
of hobbies and pastimes. magazines devoted to golf.
automobiles, fishing., music. guitar pluving—vou name
it—have gained extensive popularity. There are some
ten popular music magazines with a circulation of ap-
proximately  80.000 cach. These feature full four-
colored pages with artists, their personal data and other
relative information, as well as extensive and often quite
academic and serious discussions of the music and the
musicians. Such magazines are. in effect. “trade™ or
“business™ magazines edited for the compleat fan.

By the constant impact of the radio and magazine
media, the market is being prepared for the new artist
("new to the Jupanese). and at this stuge of promotion,
the next step is being planned. This step—and it's a
big one—is the bringing of the artist to Japan for
personal appearances.

There are many important peculiarities to be con-
sidered in such a step but suffice it here to sav that
the Key point is the cost. You will hardly ever find a
promoter in Japan who will risk an expensive tour
without secing to it that the preparation for such a
visit is handled entirely by the record company. It's
a good example of two closely-related parts of the busi-
ness supporting each other for the benefit of both.

Concerts are very well organized in general: the
houses are packed. For an artist from abroad it is a
pleasure to have a schedule—once fixed—adhered 1o
faithfully.  But the visiting artists’s time is imposcd
upon—to good effect—with TV shows. guest shows,
radio  program appearances. sign  parties  (autograph
parties at record shops, ete.) and newspaper and maga-
zine interviews in addition to his concerts. This time
is the most decisive: will the artist make a break-
through in the Japanese market? If yes. then it means
he will make sales for many vears to come.

Tour Influence

One can only make an instinctive guess as to the
exact amount of influence a personal appearnce will
have on any given artist’s sales in Japan. Following
what secems to be an international trend. the release of
1.P's versus singles is increasing. If an artist moves
50000 to 100,000 singles per item during his first vear
of radio promotion in Jupan it's likely he'll be invited to
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make a concert swing through the country. His intin-
erary will include, probably, two or three concerts in
Tokyo, one or two in Osiaka and perhaps one in Kyoto
and Nagoya.

His successful single record becomes more and more
a promotional medium than a straight revenue item.
And a personal tour by the artist may very well raise
the turnover of that hit single by around 20 percent,
depending. of course, on the song itself. In this way.
the tour and the record tend to reenforce each other as
promotional as well as revenue producers for the artist.

Live concerts in Japun determine a career of an
artist and keep him in the spotlight. Ask The Ventures
or just take a look at the foreign hit singles here..

Language Use

His native language is the easiest and best for the
artist to use, I believe. If it happens to be English,
it's better still. French and ltalian are also liked by
Japanese. There is no demand for German songs and
artists in the pop field. although one exception comes to
mind: Vicky. She made the charts and stuck. but used
French lyrics.

My advice to foreign artists: sometimes he may at-
tempt to record a Japanese-language song. But don't
overdo it. The Jupanese usually don’t like to many of
their songs sung by a foreigner. It's hard to understand
this situation at first: there is. in other fields. a trend
toward the use of bilingual foreign comperes, foreign
or mixed-blood models for TV, magazine illustrations,
fashion shows. ctc.. and there are several foreigners
among the galaxies of film stars. When it comes to
songs, however. the public prefers its own.

There are exceptions to this. too. Betty & Chris,
two lovely blondes who hail from Hawaii. recorded
several Jupanese pop songs and became immediate hits
about a year ago. They are still going strong and are
regarded as “local™ artists.

Classical Scene

The Japanese love music, especially classical. It
represents 13 to 15 percent of the total: a relatively
big slice of the cake. especially if you compare it with
the U.S. (approximately S percent).

Consequently, they admire classical artists of every
kind, particularly those from Europe. Europe is still
regarded as the cradle of classical music.

Promoters organizing classical concerts can count
on good turnouts. There is not u doubt that a high
international reputation will help to convince a promoter
to arrange a concert tour. But they also ask for a
proper preparation of the market by the record manu-
facturer.

Music lovers and record buvers are reached through
radio and a handful of specialized magazines. The re-
views play an important part in promoting artists and
records: the influence of a good review on record sales
personnel and. therefore. the public is indeed strong.

One can only appreciate this fact if he is familiar
with the Japanese character. Japanese generally feel
a certain insecurity when faced with culture streaming
in from the West. They are prone to taking the opinions
of their “leaders™ quite seriously—teachers. critics and
other opinion-leaders have great influence.

Concerts which are usually sponsored by newspapers
or broadeasting firms receive, naturally, a great deal of
promotion.

Some record manufacturers, including Nippon Gram-
mophon. try to make full use of television for pre-tour
publicity. Since it is becoming more and more exensive
and diffficult to import classical artists and svmphonic
orchestras, we have started to film recording sessions in
their home countries. We distribute copies of the pro-
motional films to TV stations in Japan. arrange per-
formuances tor dealers. music critics and even for the
public.

In Jupan, we had tremendous success with a film
documentation of Kurl Bochm conducting “The Mar-
riage of Figuro.™ 1t helped to promote the conductor.
1o promote the record set and to increase the pace and
size of sules considerably.

The same is true for concert-films with H. v. Kar-
ajan. a recital with Dietrich Fischer-Dieskau or re-
cently o documentation about DGG's special Bee-
thoven Edition.

In conclusion I'd like to return to that question asked
of us so often, "How can | be successful in Japan?" My
advice is this: have discipline, be patient. be friendly,
keep vour promises. tell the truth, don’t change your
mind or programs quickly.

Maybe in Rome you can do as the Romans, but in
Japan you must do as the Japanese, at the same time
keeping your own individuality and personality.
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PONY GROWS
DIMENSIONALLY

Our company is backed up by The Fuji-
Sankei Group—Fuji Telecasting Co., Nip-
pon Broadcasting System, Inc., and The
Sankei Shimbun—which is the largest
mass communication system in Japan. We
have grown with this group and pioneered
a new field—the audio-video industry.
PONY PAK, our music tape is a well
known brand name and widely accepted.
Our color video tape, PONYVIDEO is
gaining wide acceptance abroad, as is our
music tape.

With our subsidiary Canyon Records, Inc.,
we are greatly expanding.

PONY CANYON RECORDS, INC.
INC. FuJI PONY, INC.

World Trade Center Bldg., Hamamatsu-cho, Shiba Minato-ku, Tokyo 105, Japan
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MUCH FOREIGN talent comes into Japan via the offices of Watanabe Productions

You see it on Japanese handbills, on posters, on
television, on theater marquees. In huge, glittering letters
is printed, “SO-AND-SO TALENT AGENCY PRE-
SENTS!" followed by a skinny line of miniscule type
containing the name of the particular artist appearing in
whatever concert is being promoted.

This is not always the case, of course. Established
stars rate their own top billings. But it's been a trend of
the business in Japan of late to present as much new
talent as possible to a public hungering for an all-new
sound—something they can latch onto and call their
very own. The Beatles might be groovy and all that,
but the Japanese are crying for someone to deliver them
from imported popular material, no matter how good,
and to create a truly “Japanese sound” in creative,
modern, popular entertainment. As a result, the giant
talent agencies here are prone to launch new talent
right and left, giving the newcomers the benefit of the
giant’s name and reputation.

Thus the agent here often assumes the status of
superstar. It's a strange world.

The emphasis is on youth throughout the world, and
Japan is no exception. Actually, it can be said that the
accent on youth, especially in the entertainment world,
is even greater in Japan than, for instance, in the U.S.

An extreme example was the sale of 1,500,000
records of “Kuroneko no Tango" (Black Cat Tango)
sung by a six-year-old boy, Osamu Minagawa. Nippon
Victor expects total sales to reach 2.5 to 3 million before
the black cat ends its dance.

With TV directors and producers obsessed with the
idea that only youth can up their listener ratings, it is
no wonder that the younger singers, many of them in
their teens, are given the biggest exposure on TV.

The main complaint concerning the programs on
TV with emphasis on music is that the same singers
appear too often—sometimes on two or three different
stations at the same time—singing the same song daily
for months on end.

The biggest talent agency in Japan is Watanabe
Production, which has seven companies under its wing.
The singers, choral groups and bands as well as actors
and actresses under contract to Watanabe Production
total approximately 1,000, including most of the top
popular singers and bands of Japan.

The other talent agencies are all very small in com-
parison, with staffs usually numbering 20-30.

Watanabe Production operates schools in Tokyo,
Osaka, Nagoya, Hiroshima and Fukuoka to train new
talent. Periodically, about 50 new students are admitted
to each school from among about 200 applicants.
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TALENT SCENE

Agent As Superstar

By SHIG FUJITA
Columnist, Asahi Evening News

Talent scouts also recommend that promising girls
and boys be admitted to the schools for training.

After completing training in the schools—the num-
ber of months or years in school depends on the indi-
vidual’s ability and efforts—potential talent enter the
“Shinjin Yoseika” (New Stars Training Section) of
Watanabe Production for further training.

The next step is the “Seisakubu™ (Production Depart-
ment) where a project team studies the “new star” from
all possible angles to decide what kind of songs he or
she should sing and how he or she should be sold to
the public.

Investment Gamble

During this training period, Watanabe Production
bears the costs involved and even gives the trainees
living expenses. This, of course, is an investment—
actually a gamble, since there is no guarantee it will
pay off—in the potential of the trainees.

Consequently. it is only natural that a “new star"
will not be paid too much in the beginning, for the
talent agency must get back its huge investment.

Shin Watanabe, 43-year-old president of Watanabe
Production, pointed out, “There are cases like that of
Eri Tsuruma, who just put out a record on the CBS/
Sony label. We have been training and taking care of
her for six years, and now she is finally paying off.”

Watanabe believes that the older singers are not
uscd more on TV because they do not adapt themselves
to the musical tastes of the “today™ world.

New talent is also discovered through singing con-
tests as in the case of chanson singers. The Ishii Music
Office, which is run by Yoshiko Ishii, daughter of a
former Cabinet Minister, runs a chanson contest each
vear with the co-operation of Air France. Winners are
given a trip to France and a contract with the Ishii
Music Office. Several singers have become stars as a
result of this contest.

The Yamaha Foundation for Music Education has
begun to advance into the popular music field, and it
started holding the Nemu Popular Song Festival at the
spacious Nemu-no-Sato of Nihon Gakki Co. in Mie
Prefecture last year.

New singers are given a chance to sing new songs
written and composed specially for this music festival,
and those who make a good showing in the festival have
a chance of becoming popular.

Labor Law

A labor law, which was promulgated back in the
Meiji Era (1867-1912), prohibits contracts of more than
one year.
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President Watanabe of Watanabe Production points
out, “Even Labor Ministry officials admit the law is
outmoded, but they say nothing can be done about it
for the time being. We feel that longer contracts should
be permitted, for they will benefit the talent as well as
the agency.”

Concerning the fact that Japanese agencies and
artists are not as strict as in the U.S. concerning con-
tracts, Watanabe says that this is due to the Japanese

thinking and feelings. They consider contracts as gentle-
men’'s agreements and feel that when inconveniences
arise, contracts can be revised or abrogated through
talks.

As for why super talent agencies sometimes get
bigger billing than the stars themselves, the simple
reason is that the “stars™ just don't have the ability to
stand on their own feet. This is not always the case, of
course, and there are some established singers who are
acknowledged by everyone to be really good.

As pointed out before, Watanabe Production has
become a small-scale conglomerate, operating talent
schools, producing dramas and commercials for TV,
managing copyrights, operating a recording studio,
handling stage and screen actors and actresses, produc-
ing music tapes, pressing and selling records and op-
erating two jazz and pop bars.

It has offices in Fukuoka and Osaka and plans to
open another one in Sapporo early in 1971.

President Shin Watanabe and his wife, Misa, who is
president of three of the companies in the group, take
turns going overseas to inspect the music world in other
countries and get new ideas.

Watanabe Production has recently gone into the
business of bringing foreign singers to Japan, and it is
internationally known that Misa was in charge of popu-
lar music programs at EXPO ‘70 in Osaka in March-
September 1970.

The other talent agencies—some have been in exist-
ence longer than Watanabe Production—are also spread-
ing out and going into all facets of the entertainment
world.

These smaller agencies have also made great con-
tributions to the popular music field by discovering and
polishing new talent.

It is a sincere hope that the talent agencies will go a
step further and nurture Japanese singers and other
artists who car win international reputations, not just
because they are something Oriental and “exotic,” but
because they are really outstanding.
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TRADE ORGANIZATIONS

Group Think And Face

The Japunese seem neither to approve nor resent
the term “economic animal™ as it is so often applied
to them.

Some businessmen cven take extreme pride in their
abilities to channel their entire waking lives into their
jobs—Iliving for little clse but the “good" of their com-
panies. These arc the salarymen, the nine-to-niners who
join a firm upon graduation from college and stay with
it—oozing their way up the corporate capillaries—until
they are put to pasture at age 55 or so. Family life,
personal vacations, after-hours recreations—all these
are dominated by The Company, the Big Brother of
post-war super-industrial Japan.

Others. of course—especially the younger gencra-
tions—are forging a new style of life for themselves.
one centered around individualism. around the fruits
(mostly material) of their new-found affluence.

Still. paternalism and “group-think™ are long-cstab-
lished patterns of life in Japan. This is not mentioned
as criticism but rather as a fact necessary to the under-
standing of business activity in Japan.

And just as the path of the average Japanese sal-
aryman is mapped step by careful step by the business
entity to which he's pledged his life, the individual
company itself follows paths mapped by the combined
wisdom of its peers.

The concept of industry-wide associations or or-
ganizations is not restricted to Japan, of course. But
perhaps here more than in any other nation an asso-

Music Publishing

Music publishing as a separatc profession within
the music industry of Japan has a history of only 10
years or so.

This fact is largely due to two factors, the special
relationships between record manufacturers and song-
writers and the lack of understandi:g on the part of
JASRAC (The Japanese Socicty of Rights of Authors
and Composers) of the particular needs and wishes of
music publishers.

From 1959, about ten sheet music printers have
entered thc music publishing field by way of con-
tracts with publishers in the U.S. and are licensed
as copyright holders.

With the appearance of such companies—sub-
publishers of foreign works as well as domestic—
JASRAC began to accept members from the publish-
ing field and today has about 160 publishers as
members.

Despite the vulnerability of the music publisher in
Japan, no union has been developed to help protect
them. There are, of course, two associations to which
most publishers belong. One is called “NOSK" (Nippon
Ongaku Shuppansha Kyokat or Japan Music Pub-
lishers Association) and the other is "JAMP" (Japan
Association of Music Publishers or, in Japanese,
Zennihon Ongakusha Renmei).

NOSK is about 10 years old and two of its officers
were elected to the board of directors of JASRAC.
JAMP is centered around publishing companies hav-
ing direct connections with broadcasting companies
here.

Ot the music publishers who are members of
JASRAC, the following shows their major activities:

1. Sheet Music: Ongaku no Tomosha, Zenon,
Shinkogakufu, Nippon Broadcasting Publishing, etc.

2. Sub-publishers: EMP, IMP, OMP, Suisei-sha,
Toa, Ongakusha, To-on, Taiyo Ongaku, etc.

3. Record Company-connected: Crown Music,
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By MALCOLM DAYVIS

ciation or organization in a given field has a power
and importance unmatched by any individual within
that field.

In any society as “face”-conscious as Japan's, any-
one who attempts to conduct his business outside of
the recognized organizational structure must have not
only a far better mousetrap but also a 100 percent
guarantee that the paths to his door are already a foot
deep and clear of booby traps.

The laws of Japan, as well as the deeply rooted
and clearly defined traditions of commerce, are de-
cidedly in favor of industry-wide wheeling and dealing.
“What’s good for my fellows is good for me and my
country” is the by-word of most business firms. To
some observers from other countries, this smacks of
“restriction of trade,” “suppression of free competi-
tion,” etc. Japan shrugs off these comments as easily
as the salaryman ignores being called an “‘economic
animal” however, and continues on her steady course,
becoming more and more competitive in the world
market, becoming more and more affluent at home.

The key to the music business in Japan lies within
her many industry-wide organizations and associations.
These are called, generically, “kyokai” and—without
going into the programs, policies or politics at play
within them-——the major ones are profiled as follows:

NIHON RECORD KYOKAI (JAPAN PHONOGRAPHIC RECORD ASSOCIATION)
Maesawa Bldg., 4-1, Hacchobori, Chuo-ku, Tokyo
TEL: 553-3685
President: Yutaka Ando
Established April 30, 1942
Membership: Record/tape manufacturers

By SHOO KUSANO

director, Shinko Music

Grammophon Gaino Shuppan, Columbia Ongaku
Gaino, Seven-Seas (King Records), Toshiba Ongaku
Gaino, Victor Shuppan, etc.

4. Production Company-connected: Gei-ei Ong-
aku Publishing, Stonewell Publishing, Daichi Ongaku
Publishing, Tokyo Ongaku Publishing, Nishino Pub-
lishing, Manase Publishing, Watanabe Ongaku Publish-
ing, etc.

5. Broadcasting-connected: Nichion, PMP, Fuji
Ongaku, Central, etc.

6. Talent Promotion-connected: Ishihara Music,
Gendai-Kikaku, Tanabe Music, Terauchi Music, Barb
Music, etc.

7. Composer-owned: All Staff Publishing, Oriental
Music, Ai-Pro, Rhythm Music, Alfa Music, Good
Music, etc.

8. “Old Directors”: New Orient, S&T, etc.

9. Instrument Manufacturer-connected: Kawai Mu-
sic, Yamaha Music, etc.

10. Foreign company-related: Aberback Tokyo,
Walt Disney, etc.

The above is by no means a complete list, nor
are the categories exclusive. But it is an indication
of the typss of connections existing between music
publishers and the rest of the business in Japan.

All publishers in Japan must make new contracts
each time a work is published. No individual person
may make application for collection of fees directly
from the user.

In this connection, strictly speaking, JASRAC is
the only organization duly authorized by the Govern-
ment to collect fees for performance, recording rights,
publishing rights and others.

However, just after WW 11 and during the Occu-
pation, George Thomas Folster began an agency for
collection of royalties of mechanical use of U.S. copy-
rights and was authorized by the Occupational Gov-
ernment to do so. His widow now continues the office.

As I mentioned earlier, JASRAC acknowledged the
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ZENKOKU GAKKI KYOKAI (ALL-JAPAN INSTRUMENT ASSOCIATION)
Gakki Kaikan, 2-18-21, Sotokanda, Chiyoda-ku, Tokyo
TEL: 251-7445
President: Genichi Kawakami
Membership: Record manufacturers, record wholesalers, record retailers,
Musical instrument manufacturers and retailers.

ZENKOKU RECORD OROSHI DOGYOKA! (ALL-JAPAN RECORD DEALER ORGANI-
ZATION)

¢/o Yamano Gakki Co., 4-5-6, Ginza, Chuo-ku, Tokyo

TEL: 562-5051

President: Masanobu lihara

Membership: Record wholesalers and retailers

ZENKOKU RECORDSHO KUMIAI RENGOKAI (ALL-JAPAN RECORD DEALER
UNION ORGANIZATION)
Fuji Fudosan Bidg., 2-2-4 Fujimi, Chiyoda-ku, Tokyo
TEL: 264-406)
Directors: Shigeru Matsushita, Kojiro Hayashi, Seiichi Murakami
Membership: Record retailers

NIPPON ANGAKU CHOSAKUKEN NYOKAI (‘'JASRAC''~THE JAPANESE SOCIETY
OF RIGHTS OF AUTHORS AND COMPOSERS)

Jasrac Bidg., 7-13, 1-chome, Nishi-Shimbashi, Minato-ku, Tokye

TEL: 502-6551

President: Keizo Horiuchi

Established November 18, 1939

Membership: (Japarnese only are eligible): authors, composers, music

publishers

MRS, GEORGE THOMAS FOLSTER & ASSOCIATES
Room 419, Hibiya Park Bidg., 1-1 Yurakucho, Chiyoda-ku, Tokyo
TEL: 271-9866
Established 1949
Membership: Music publishers, record manufacturers (mostly foreign)

NIHON ONGAKU SHUPPANSHA KYOKAI (JAPAN MUSIC PUBLISHERS ASSO-
CIATION)

Kyowa Bldg., 34 Kotahira-cho, Minato-ku, Tokyo

TEL: 501-0344

President: Sunao Asaka

Established September 1961

Membership: Music Publishers

ZENKOKU ONGAKUSHA RENME| (JAPANESE ASSOCIATION OF MUSIC PUB-
LISHERS)

¢/o Nichion, TBS Annex, 5-3-50 Akasaka, Minato-ku, Tokyo

TEL: 584-4711

President: Shigeru Akimoto

Established July 2, 1967

Membership: Music Publishers

(Continued on page J-42)

One Man’s View

existence of the publisher about 10 years ago and
permitted music publishers to join their organization.
But it was only until five years ago that publishers
were admitted to the board of directors of JASRAC.

At present there are 17 directors of JASRAC. Six
come from the composers group, six from writers
group, three from within JASRAC itself and the re-
maining two are from the publishing side.

A few words on the character of publishing in
lapan and Japanese music may be appropriate here.
In the past, foreign music took the lion's share of the
local market. But when we look at the Hot 100 of
Japan today, an average of only 35 tunes are foreign;
the rest are of Japanese origin. I believe that the
reversal of trends is due largely to the efforts of
music publishers in promoting their catalogs.

Also, in the last two years or so, there has been
a trend for music publishers to become producers.
Roughly 30 to 35 percent of the hit songs currently
on the charts here have been produced by indepen-
dent publisher/ producer companies.

As for the future of music publishing in Japan,
the most talked-about development is the new copy-
right law which has been passed by the Diet and
which will go into effect from Jan. 1, 1971. Its most
outstanding feature is that it will force radio broad-
casting firms to pay performance fees for each record
they play on the air. In the past, they had only to
mention the name of the record and the label. How-
ever, there is uncertainty here if the music publishers
which are controlled by the broadcasting firms might
not be depended upon more heavily by broadcasters
in the future.

Overall, however, the future for all music pub-
lishing activity in Japan looks very good. As JASRAC
becoming more effective, the publisher is beginning
is becoming stronger and as the copyright laws are
to come into his own in the Japanese market.
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Business Outline:

® Management of artists ® Planning and production of shows
® Motion picture production ® Production of film commercials
® Record production ® Music publishing service

® Coordination and management of song writers and cemposers

Our company has consistently year-after-year produced million-seller records and artists under our
managership are top-class in their fields in Japam. With tieup agreements with major Japanese
companies we produce commercials and motion pictures, which are ranked top productions over
ll other like productions. Taku kzumi, president of our company, is one of the leading composers
in Japan. In addition we have many superb composers exclusively contracted under our aegis.
Our diversified business metwork is prepared %o meet the challenge or raquirement from any
corner of Japan.
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NAOMI SAGARA SAORI YUKI PINKY & KILLERS CcuTY Q HIROKO SHINO ROKO KINJO KEI MATSUNAGA
(VICTOR) (TOSHIBA) (KING) (LONDGN) (KING) (VICTOR)

=

JAMES TAKI SAWAKC KANA SHUKO 1zuM) MAR! TAKADA TIME FIVE l TAEKO KAYABE HIROSHI ISHIOKA
{LONDON) (VICTOR) (KING) (UNION) (KING) (PHILIPS) (TOSHIBA)

-
KEIKO MURASE MIKAKQ KODACHI EMIKO TAKEMOTO

(MINORUPHONE) (MINCRUPHONE) (CANYON) M. OKAZAKI QUINTET WORLD DANCERS

ALL STAFF PRODUCTIONS, INC. ALL STAFF MUSIC CO., LTD. ALL STAFF MOVIES, INC.
FONTAINE RECORDS, INC. NEW ORIENT MUSIC, INC.




As Known

TOHO MOVIE

The biggest film-
producing Com-

pany in Japan.

Now Creating a

Great Sensation in the
Record World.

TOHO RECORDS

DS

For the best in result:
Contact us for distribu-

tion:

JTOHO RECORDS COLTD

Head Office:
14-1-Chome, Yuraku-Cho, Chiyoda-ku,
Tokyo, Japan Telephone : 591.1211
Branch Office:
Toho International, Inc.
1501 Broadway -New York, New York -
10036 Telephone : LO-3-5258
834 South La Brea Ave. Los Angeles,
California- 90036
Telephone : 933-5877
€/o Representant De Towa Co., Ltd.
Queen Elizabeth Hotel 43, Av. Pierre-
Ler-De-Serbie, Paris 8e
Telephone : Bal-2293
Mr. S. Oeda
Via Reno 4,00198 Rome, Italy
Telephone : 850617
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COPYRIGHT CLEARANCE

JASRAC and Folster

Japanese record manufacturers, composers, authors
and music publishers look to one official organization
for the collection of rights and royalties related to their
creative products, Likewise, their foreign counterparts
have but one collection agency acting in their interests.
These two organizations are JASRAC, the Japanese
Society of Rights of Authors and Composers, and the
Mrs. George Thomas Folster & Associates agency.

JASRAC is a non-profit association incorporated
under the Civil Law of Japan. It is the only musical
copyright clearance organization in Japan officially li-
censed by the Commissioner of the Agency for Cultural
Affairs under the “Law on intermediary business con-
cerning copyrights” for the conduct of intermediary
business activities concerned with the copyrights of mu-
sical works. (The Folster agency is officially licensed
under a separate law.)

The administration of JASRAC covers all the copy-
rights of musical works, i.e., all the rights for their pub-
lic performance, motion picture synchronization, me-
chanical reproduction and publications.

Fees and royalties are collected for the use of the
musical works by JASRAC in accordance with the “Fee
scales for musical works” which is duly approved by the
government.

JASRAC is entrusted with the copyrights of almost
all (over 90 percent) Japanese authors and composers
and, under the contracts it has signed with more than
40 copyright licensing organizations in over 30 coun-
tries of the world, administers the rights of the works
in the repertoires of these organizations. It is, therefore,
an established fact that JASRAC does administer a
broad and complete repertoire comprising the copy-
rights of roughly all the musical works being used in
Japan, irrespective of their origin.

JASRAC was formally inaugurated Nov. 18, 1939.
In 1960 it joined the CISAC and in 1968 was admitted
into full membership of BIEM.

A total of the fees and royalties collected by
JASRAC has surpassed the 4 billion yen (approx. $11
million) level in fiscal 1969, as compared with the col-
lection of about 30,000 yen made during the first year
of its operation.

Keizo Horiuchi is the president of JASRAC, pre-
siding over a 17 member board of directors, two of
which are representing the interests of music publishers
in Japan.

There are a total of 4,051 members in JASRAC
(as of May 1, 1970) and are as follows: Associate
members, 2,897 (including 130 music publishers); full
members, 1,154 (including 29 music publishers).

JASRAC has about 20 employees, and is located
in central Tokyo in a brand-new building, “Jasrac

JASRAC HOUSE—headquarters for the Japanese local
collecting society.
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MRS. GEORGE THOMAS FOLSTER—collecting for for-
eigners in Japan.

House” at 7-13, 1-chome, Nishi-Shimbashi, Minato-ku,
Tokyo. Tel: (03) 502-6551.

The Folster agency, also located in central Tokyo
in the Hibiya Park Bldg.,, room 423, 1, l-chome,
Yuraku-cho, Chiyoda-ku, Tokyo (Tel: (03) 271-6084),
represents an impressive list of foreign music publishers.
Now headed by the wife of the late George Thomas
Folster, the agency was formed in the late 1940s to
collect mechanical rights only. The following is a par-
tial list of the Folster agency's main clients: Belwin-
Mills, Big Seven, Bourne, Daywin, Chappell (Inc. and
Ltd.), Edwin H. Morris (Inc. and Ltd.), Famous (Para-
mount), G. Shirmer, Gil, Irving Berlin Music, Lawson
Gould, Lois, Michael H. Goldsen (Criterion), Mietus,
Morro, Regent, Southern (World Group, Peer), Vogue,
Burlington/Palace, Campbell Connelly, Dick James
(Northern Songs), Lawrence Wright, Peter Maurice
(Keith Prowse), etc.

CHECKING STAFF at JASRAC.
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AARON & FREDDIE - ACHILLES & FRANK - JOHNNY ALADDIN - DON ALAN - HERB ALPERT - THE TLIUANA BRASS
L) JAN AMES - ANDRINI BROTHERS - AUGIE & MARGO - PAUL ANKA - ANNITA & DIANE - BOB ANTHONY - THE APOLLAS
] LOUIS ARMSTRONG - BARRY ASHTON REVUE - THE ASTRONAUTS - FRANKIE AVALON - BARBARA BARR

SUSAN BARRETT - BAYANI & ROMI - THE BEATLES - GILBERT BECAUD - FREDDIE BELL - VICKI BENET - TONY BENNETT
BROOK BENTON - BERLINER BALLET - BLUEBELL DANCERS - PAT BOONE - BOSSA RIO - BROTHERS CAINE

BROTHERS FOUR - BUCKLEY & COLLINS - BYRON & HOWARD - BUDDY CAGLE - CALENDAR GIRLS - JO—ANN CAMPBELL
CARI SCOTT TRIO - VIKKI CARR - EDDIE CASH - CARMEN CAVALLARO - RAFAEL CENTENERA - CHADONS - CHAPEAUS

JUNE CHRISTY - CLARK BROTHERS - ROY CLARK - ROSEMARY CL.OONEY - NAT KING COLE - THE CORONADOS - JUDY CORRIGAN
THE COUNTRY GENTLEMEN - BOB CROSBY - BOBCATS - VIC DANA - BIMBO DANAO - DOROTHY DANDRIDGE

BILLY DARE - DAVE, DEE, DOZY, BICKY, MICK & TICH: - SAMMY DAVIS, JR. - DELTA RHYTHM BOYS - LEO DE LYON

TONY DIAMOND - DONOVAN - DANIELLE DORICE - CARMEN D'ORO - RUSTY DRAPER - THE DUNHILLS - JACK EAGLE

RAY EBERLE - BILLY ECKSTINE - EVERLY BROTHERS - FABULOUS ECHOES - THE FIFTH DIMENSION - EDDIE FISHER
ELLA FITZGERALD - BOB FLETCHER - SAM FLETCHER - FLINTRIDGE SINGERS - HELEN FORREST - FOUR AMIGOS

FOUR LADS - FOUR PREPS - JOHN FRANCIS - LAREE FRAZIER - ARNOLD FURST - GIGI GALON - RUTH GILLIS

DR. GIOVANNI - GOLDEN GATE QUARTET - BOBBY GOLDSBORO - BENNY GOODMAN - EARL GRANT - DIANE HART

RALNA HENDRIX - THE HERITAGE SINGERS - HONEYCOMBS - MARY HOPKIN - THELMA HOUSTON - FERLIN HUSKY

THE INKSPOTS - WANDA JACKSON - BABY JANE - CATHY JOHNSON - COL JOY - LYN KEATH - BILL KENNY - DICK KERR

PATTI KIM - SAMMY KING - KINGSTON TRIO - KIRBY STONE 4 - EARTHA KITT - FRANKIE LAINE - DIANE ILANDRY - VICKY LANO
JACK LARSON - CINDY LAYNE - GERRY LEADER - DORIS LEE: LEWIS & MARONE - GEORGE LEWIS

NEW ORLEANS ALL STARS - RUSS LEWIS - ROBERTA LINN - JULIE LONDON - LOPEZ & POWELL - NITA LOPEZ - TRINI LOPEZ
LOS ESPANOLES - LOS TRES DIAMANTES - LOS VEGAS QUINTET - HENRY MANCINI - JOAN MANNING - JAYNE MANSFIELD
MAORI HACKAS - MAORI HI FIVE - PEGGY MARCH - TANYA MAREE - MARGARET & MAURICE - MARGO THE Z—BOMB

BOBBI MARTIN - IRIS MARTINE - JOHNNY MATHIS - PAUL MAURIAT - JOHN MAYALL - BOB MCGRATH - CARMEN MCRAE
MARILYN MAXWELL - SERGIO MENDES - BRASIL ’66 - GLENN MILLER ORCHESTRA - MITCH MII.LER - ROGER MILLER

MILLS BROTHERS - MODERNAIRES - JONATHAN MOORE - THE MONKEES - BOB MONTI - MATT MONROE

MONTOYA SISTERS - MISTY MOORE - PAT MORITA - JERRY MURAD - THE HARMONICATS - RICK NELSON - NEW GEMS
NEW KICKS - NOELIA NOEL - ODETTA - MOM & POP O'HAGEN - OLLIE & ARY - ORIGINAL CASTE - OSMOND BROTHERS
PATTI PAGE - DON PALMER - LUIS ALBERTO DEL ’ARANA - LOS PARAGUAYOS: FREDA PAYNE:EL ROY PEACE

PETER, PAUL & MARY - OSCAR PETERSON - PHOENIX SINGERS - PINKY & THE FELLAS- POLYNESIAN REVUE- PONCIE PONCE
PEREZ PRADO - FRANKIE RANDALL - LOU RAWLS - CLARA RAY - JOHNNIE RAY - BEVERLEE REED - DELLA REESE
MARTHA REEVES - THE VANDELLAS - JOHN REGIS - CLIFF RICHARD - RIGHTEOUS BROTHERS - MARTY ROBBINS
MILLICENT RODGERS - TIMMIE ROGERS - DICK ROMAN - ARTURO ROMERO - DIANA ROSS - THE SUPREMES - BILL ROY

BOBBY RYDELL - SAM & DAVE - NEIL SEDAKA - SHADES OF SOUNDS - THE SHADOWS - LEE SHARON - SHIRLEY SHAW

BOBBY SHERMAN - DON SHERMAN - ROBERTA SHERWOOD - JAMES SHIGETA - CAROL SKINNER - THE SMART SET
CALIFORNIA SMITH - JENNIE SMITH - JIMMY SMITH - KEELY SMITH - O0.C. SMITH - PAUL SMITH - FRED SMOOT

SOUNDMEN - PIPPl SPICER - KAY STARR - SKIP STEPHENSON - BEVERLY ST. LAWRENCE - HARVEY STONE

HERKIE STYLES - PAT SUZUKI - THE SYLTE SISTERS - MARY TAYLOR - HANK THOMPSON - SUE THOMPSON

THE THORNTON TWINS - JOHNNY TILLOTSON - TOKYO HAPPY COATS - MEL TORME - TRIO LOS PANCHOS - BOBBY TROUPE
MICKEY TURNER - TWIGGY - MIYOSHI UMEKI - MANOLO VALDES - RUDY VALLEE - VARIETY FOUR - BOBBY VEE - THE VENTURES
WALKER BROTHERS - SCOTT WALKER - WALLACE BROTHERS - CLARA WARD SINGERS - SUNDAY WELLS

DANNY WELTON - MARGARET WHITING - ANDY WILLIAMS - TEX WILLIAMS - NANCY WILSON - SPANKIE WILSON

STEVIE WONDER - BRENTON WOOD - THE YOUNG AMERICANS - TRUMMY YOUNG...... and the many, many others that have supported
us on stage and off for sixteen years......

v Japan THEY caLL us TvE ICHI-BAN YOBI-YA weich means
THE NUMBER ONE BRINGER -INNER OF FOREIGN ARTISTS.

KYODO KI KAKU INC. PRESIDENT: TATS NAGASHIMA

MAIL: C.P.0.BOX 1152 TOKYO TEL:585-1687 CABLE:KYODONAGA TOKYO
S e sssssedessdssssssssesdesssssssdss st s 888

2 2 2 2 2 2 2 2 2 X 2 2 2 2 2 2 2 2 2 26 2 6 2 2 2 % % % %

3 26 2 2 2 24 2 2 26 26 2 26 2 4 26 2 4 26 2 2 24 2 2 4 26 2 2 6 2 2 2 26 6 4 4% ¢
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In ten short years, Victor’s sales in Japan
have increased more than sevenfold, as
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MUSIC PUBLISHING

For U.S.—Increased Gopyrights, Improved Income

Japan is said to be the second largest market for
recordings. Although there is little solid information or
reliable statistics available, its relative position in over-
seas earning for music publishers is undoubtedly lower.

What is remarkable is that the royalties which are
received from Japan are so large. The existence of a
strong national musical output and a traditional native
musical idiom completely different from our own re-
duces what might be considered a “world average” use
of U.S. copyrights. No similar situation exists any-
where else in the world for, of all major markets, only
in Japan do two musical traditions run along simulta-
neously with completey different historical backgrounds
of entertainment patterns and social custom. It is
against this special situation that the experience of and
markets for American music there must be measured.

The first performance rights agreement between
Japan and the U.S. goes back only to 1951 shortly after
a performing rights society was established there. How-
ever, copyright relations had existed long before—first
through a reciprocal treaty and later by Japan’s adher-
ence to the Berne Convention under which American
copyrights enjoy “back-door” protection. More recently
membership by both countries in the Universal Copy-
right Convention has further formalized and established
the relationship.

It is estimated that U.S. publishers and writers re-
ceive as much as 25 percent of Japanese performance
rights collections. As to mechanical royalty income,
it is said to be about the same percentage.

The collection of mechanical royalties for Ameri-
can publishers was, like performance rights, first placed
on an organized basis in the early 1950's. An American
resident in Japan undertook to license and collect on
behalf of American publishers. Later, in 1956, a group
of American publishers indicated that they wanted an
alternative method of licensing and collecting and at
that time an agreement was made between The Harry
Fox Agency and JASRAC, the Japanese licensing
organization.

As the Japanese market for American music de-
veloped, U.S. publishers sought local representation
and, in response to the need, the availability of com-
petent local music publishers as agents expanded. Only
a few American publishers have established their own
firms in Japan. This is partially due to the existence
of certain regulations and other complications in the
local scene.

The recent passage of a new copyright law in Japan
will make some significant changes in the licensing of
rights, both performance and mechanical.

Under the old law, performance royalties were in
practice paid only on live performance. Under the new
law, to come into effect on Jan. 1, 1971, broadcasting
companies, CATV and wired music will be obliged to
pay royalties on performance of recorded music as well.

Dancehalls, cabarets and other establishments which
use recorded music to entertain their customers will
also now be obliged to pay fees on the performance
of the works concerned to the holders of the copyrights.

By LEONARD FEIST

This applies not only to the copyright proprietors but
also to the recording artists and-'the producers of the
phonograph recordings used.

Tearooms, called Ongaku-Kissu (music tearooms),
which use recorded music as their “main feature” will
also be required to pay a fee, but those tearooms where
recorded music is merely a service will be exempt.
Th amounts of the fees will be set in accordance with
the size of the establishments concerned and the fre-
quency of their use of the music.

The mechanical provisions of the new law provide
that, “when commercial phonograms have been sold
for the first time in this country and following the ex-
piration of a period of three years from the date of
that first sale, a person who intends to make a sound
recording of a musical work already recorded on such
phonograms with the authorization of the copyright
owner and thereby to manufacture other commercial
phonograms may make that recording under the au-
thority of a compulsory license issued by the Commis-
sioner of the Agency for Cultural Affairs and upon pay-
ment to the copyright owner of compensation the
amount of which is fixed by the Commissioner as cor-
responding to an ordinary rate of royalty, provided that
such person requested the authorization to make a
sound recording of the work from the copyright owner
and failed to reach an agreement or that he was unable
to enter into negotiations with the copyright owner.”

(“Commercial records” are defined as *‘copies of
records manufactured for the purpose of the sale at
a market.”)

No provision for a compulsory license had existed
in the old Japanese statute.

In the past, the rates on mechanical licenses were
in practice first negotiated and then subject to the
approval of the Ministry of Education. (There is a dif-
ferential for different types of works.) When the new
law comes into effect, the royalty rate for compulisory
licenses may be fixed by the governmental agency
which is also responsible for the regulation of rates
charged for certain other uses of copyrighted proper-
ties. (This applies, among other areas, to synchroniza-
tion fees for the use of music in video cassettes which
have just begun to be produced in Japan.) Whether the
existence of a compulsory license and the possibility
of the establishment of rates by a government agency
will affect the present negotiated rates—up or down—
remains to be seen.

It is anticipated that the new fees for broadcast
performance of recordings which are now for the first
time made liable to payment under the new law could
be of increasing significance.

The impact on other areas which will now also be
required to pay for the use of music will probably be
rather modest at the beginning. The extension of rights
in music will certainly increase royalty earnings some-
what and, thus, U.S. publishers will benefit accordingly.

The other factor on which greater earnings for
American popular music in Japan will depend is the
share of the market which it will enjoy in the future.

COIN MACHINES

There is a very lively creativity of domestic product in
Japan. According to Wolfgang H. Arming of Nippon
Grammophon, speaking at IMIC II at Majorca last
spring, there are two kinds: the Ryukoka which has its
roots in the old traditional Japanese folk music, and
Wasei Pops which is an imitation of Western popular
music. Thus far, with one noticeable exception, no
Japanese songs from either of these two categories
have had any real success in the American market. It is
reasonable to expect that the lively interests of Ameri-
can publishers in selling their product in Japan will
be matched before long by an effort on their part to
find and promote Japanese popular music which they
believe may enjoy success in the United States. This
would be a highly desirable development since inter-
national commerce in music copyrights is healthiest
when there is a reciprocal trade,

Japan is also a market of great interest to American
nuusic publishers for the sale of printed music. A brief
historical aside is worth noting in considering the de-
velopment of Japanese interest in and consumption of
Western music vis-a-vis their traditional music. In the
1880’s, one Luther Whiting Mason taught Western
music in Japanese schools for a number of years and,
in fact, our music came to be known as “Mason music.”
At the present time, music education in Japanese
schools is devoted almost completely to Western music.

A great many of the U.S. publications are reprinted
in Japan by one or another of the several large pub-
lishing houses and sales are considerable. On the other
hand, the Suzuki Method for strings which was origi-
nated in the Japanese schools has been enjoying re-
markable success in the U.S.

My curiosity concerning the development of West-
ern music in Japan is whetted. When one realizes the
first symphony orchestra concert took place in Tokyo
as recently as the late 1920’s or early 30’s and was a
complete departure from anything that Japan had ever
known in terms of listening to music, both as to the
presentation and content, one is fascinated with the
rapidity with which Western music has taken hold.
Compositions by several contemporary Japanese com-
posers in Western idioms are being now performed
by American symphony orchestras. Part of this and
part of the creation of a great appetite for American
popular song is, undoubtedly, due to the American
occupation after World War II. Nevertheless, while
tastes for alien things can be stimulated, they cannot
be permanently established unless there is an appetite
and the Japanese people have clearly demonstrated that
this is the case.

American music publishers look forward to in-
creasing use of their copyrights in Jagan and improving
income under the new copyright law. They anticipate,
too, the continuing expansion of Japan’s own music
publishing industry which could prove to be a stabiliz-
ing force in the music business in the Far East. NMPA’s
communication with its opposite number in Tokyo has
begun to be more meaningful and informative so that
a closer relationship and cooperation is in process.

Emphasis on Amusement

Shortly after World War II, Japan’s coin machine
industry began what has been a strong and steady
expansion. Prior to that time, few machines were to
be found here, and all of those were imported from
other countries and utilized in special locations only.

In the late 1940’s a great many secondhand pinball
(flipper-type) machines and a few others, including
jukeboxes, were imported from America or purchased
from the U.S. through military bases here.

As the demand increased, new machines were
imported and a few local manufacturers began copying
and adapting units for domestic use. SEGA and Taito
were the major companies at the time, although several
others have since gained importance in the market.

At that time, and into the late 1950's, the average
annual production was 200 units, beginning to grow
rapidly only as recently as 1967-'68. Annual production
this year is expected to near 2,000 units, however, most
of which are for local use.

The Nihon (Japan) Amusement Machine Manufac-
J-28
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turers Association (NAMA) was formed in the mid-
1950’s and its policy then, as now, was to help keep the
word “amusement” in the amusement coin machine
industry of Japan. The present address of NAMA s
4-6-1, Higashi-Gotanda, Shinagawa-ku, Tokyo, Japan.

Very little of Japan’s production of coin machines,
jukeboxes included, has gone for export. SEGA and
Taito began exporting slot machines in the early 1960's
and are intensifying their efforts to export other, Japan-
developed machines in the near future.

Masaya Nakamura, president of Nakamura Seisa-
kusho Co., Ltd.,, and current president of NAMA,
estimates, however, that it will be two to four more
years before Japanese machines are exported in signifi-
cant numbers. Creative research and development of
amusement machines began in Japan as late as 1965
or so, says Nakamura, and the products of this creativity
are now expanding in the domestic market so strongly
as to make large-scale production for export difficult
at the moment. At present, approximately 20 percent
of arcade machines here are imported from the U.S.
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SEGA, headed by a team of Americans but a
Japanese company, is the largest jukebox operator in
Japan (and, so they claim, in the world). They have
machines in over 5,000 locations. SEGA’s 1,300 em-

ployes work out of their main offices near Tokyo
International Airport and from the 40 district offices
throughout Japan. Rock-Ola machines, handled by
SEGA here, represent just under 50 percent of Japan’s
total of 11,000 jukeboxes. SEGA stocks about | miilion
records, only approximately 15 percent of which are
of foreign origin.

All coin machine manufacturers and operators in
Japan are expecting continued growth of the market
and are taking steps to insure that the policies of
NAMA (to emphasize “amusement”) are adhered to
marketwide. Increased leisure spending by the Japanese
public and expanded manufacturing and servicing
capabilities on the part of the coin machine interests
present a bright future outlook in the Land of the Rising
Sun.
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TOPHITS IN JAPAN

TOP TWENTY HITS IN JAPAN-1970

(Foreign and Local)

TITLE Artist Labels Publisher

1. KEIKO NO YUME WA YORU HIRAKU Keiko Fuji RCA /Victor —

2. TEGAMI Saori Yuki Express/Toshiba All Staff

3. HATOBA ONNA NO BLUES Shinichi Mori Victor Watanabe

4. KYO DE OWAKARE Yoichi Sugawara Polydor J & K

5. KEIKEN Mari Henmi Columbia Watanabe

6. UWASA NO ONNA Hiroshi Uchiyamada RCA/Victor Watanabe
& The Cool Five

7. KIBO Yoko Kishi King All Staff

8. Al WA KIZUTSUKI YASUKU Hide & Rosanna Columbia Fuji

9. ONNA NO BLUES Keiko Fuji RCA/Victor Nihon Geino

9. DRIF NO ZUNDOKO BUSHI The Drifters Toshiba Watanabe

11. INOCHI AZURE MASU Keiko Fuji RCA/Victor Nihon Geino

12. AWAZUNI AISHITE Hiroshi Uchiyamada RCA/Victor Watanabe
& The Cool Five

13. SHIROI CHO NO SAMBA Kayoko Mori Denon P.M.P.

14. KURONEKO NO TANGO Osamu Minagawa Victor Suisei-sha

15. YOTTSU NO ONEGAL Naomi Chiaki Columbia —_

16. Al NO TABUI O Hiroshi Uchiyamada RCA/Victor Watanabe
& The Cool Five

17. VENUS The Shocking Biue Polydor Aberbach

18. SHIROI IRO WA KOIBITO NO IRO Betty & Chris Denon P.M.P.

19. ANATA NARA DO SURU Ayumi Ishida Columbia Geiei

19. KOKUSAISEN MACHIAISHITSU Mina Aoe Victor Kikura

FOREIGN HITS IN JAPAN 1960-1969

1960

. A Summer Place, Percy Faith Ork

. It's Now or Never, Elvis Presley

Save the Last Dance for Me, Drifters

. The Twist, Chubby Checker

Itsy Bitsy Teenie Bikini, Brian Hyland

I‘m Sorry, Brenda Lee

. Stuck on You, Elvis Presley

He’ll Have to Go, Jim Reeves

. Cathy’s Clown, Everly Brothers

. Running Bear, Johnny Preston

. Walk, Don‘t Run, Ventures .
. Everybody’s Somebody’s Fool, Connie Francis
. Handy Man, limmy Jones . .
. My Heart Has a Mind of Its Own, Connie Francis
. Oniy the Lonely, Roy Orbison

. Teen Angel, Mark Dinning

. El Paso, Marty Robbins

. Chain Gang, Sam Cooke

. Kiddio, Brook Bentcn

. Please Help Me 1’‘m Falling, Hank Locklin

. Greenfields, Brothers Four

. Night, Jackie Wilson

. Good Timin‘, Jimmy Jones
. Baby (You Got What It Takes), Brook Benton-Dinah Washington

. Wild One, Bobby Rydell

. Mr. Custer, Larry Verne

. Sink the Bismarck, Johnny Horton
. Sweet Nothin's, Brenda Lee

. Puppy Love, Paul Anka

. | Want to Be Wanted, Brenda Lee
. Paper Rose, Anita Bryant

. Because They‘re Young, Duane Eddy

. Alley-0op, Hollywood Argyles-Dantes & Evergreens

. Way Down Yonder in New Orleans, Freddie Cannon
. Why, Frankie Avalon

. Burning Bridges, Jack Scott

. Where or When, Dion & Belmonts

. Finger Poppin’ Time, Hank Ballard & Midnighters
. Volare, Bobby Rydell

. “‘The Apartment’’ Theme, Ferrante & Teicher

. Devil or Angel, Bobby Vee

. You Talk Too Much, Jde Jones

. Heartaches by the Number, Guy Mitchell

. A Rockin’ Good Way, Brook Benton & Dinah Washington
. White Silver Sands, Bill Black’s Combo

. It's Time to Cry, Paul Anka

. You Got What it Takes, Marv Johnson

. What in the World's, Jack Scott

. The 8ig Hurt, Toni Fisher

. Harbor Lights, Platters

1961

. Exodus, Ferrante & Teicher

. Calcutta, Lawrence Welk Ork

Wiil You Love Me Tomorrow, Shirelles

. Tossin’ & Turnin’, Bobby Lewis

. Wonderland by Night, Bert Kaempfert Ork
Are You Lonesome Tonight, Elvis Presley
. Travelin’ Man, Ricky Nelson

J-30

. Michael, Highwaymen

. Runaway, Del Shannon

. Last Date, Floyd Cramer

. Blue Moon, Marcels

. Boll-Weevil Song, Brook Benton

. North to Alaska, Johnny Horton

. Pony Time, Chubby Checker

. 100 Ibs. of Clay, Gene McDaniels
. Mother-in-Law, Ernie K. Dce

. Raindrops, Dee (lark

. He Will Break Your Meart, Jerry Butler
. Quarter to Three, Gary U. S. Bonds
. A Thousand Stars, Kathy Young

Runing Scared, Roy Orbison

. Wooden Heart, Joe Dowell

. Take Good Care of My Baby, Bobby Vee
. Wheels, Bill
. Shop Around, Miracles

. Last Night, Mar-Keys

. Daddy’s Home, Shep & Limelites

. Cryin’, Roy Orbison

. Where the Boys Are, Connie Francis

. Apache, Jorgen Ingmann

. Don‘t Worry, Marty Robbins

. Surrender, Elvis Presley

. I've Told Every Little Star, Linda Scott
. Mountain‘s High, Dick and Deedee

. Hats Off to Larry, Del Shannon

. Moody River, Pat Boone

. Stay, Maurice Williams

. Calendar Girl, Neil Sedaka

. But | Do, Clarence Henry

. Dedicated to the One | Love, Shirelles
. Poetry in Motion, Johnny Tillotson

. Yellow Bird, Lawrence Welk Ork

. Stand by Me, Ben E. King

. New Orleans, Gary U. S. Bonds

. You're Sixtean, Johnny Burnette

. Angel Baby, Rosie & the QOriginals

. Sailor, Lolita

. Dum-Dum, Brenda Lee

. | Like It Like That, Chris Kenner

. Rubber Ball, Bobby Vee

Vaughn Ork

1962

. Twist, Chubby Checker

. Stranger on the Shore, Acker Bilk

. Peppermint Twist, Joey Dee & Starlighters
. Mashed Potato Time, Deedee Sharp

Moon River, Henry Mancini Ork

| Can’t Stop Loving You, Ray Charles
You'll Lose a Good Thing, Barbara Lynn
The Stripper, David Rose Ork

The Wanderer, Dion

The Lion Sleeps Tonight, Tokens

Johnny Ange!, Shelly Fabares

The One Who Really Loves You, Mary Wells

. Ramblin’ Rose, Nat (ole

. Hey Baby, Bruce Channel

. Locomation, Little Eva

. Duke of Earl, Gene Chandler
. Roses Are Red, Bobby Vinton

JAPAN — A BILLBOARD SPECIAL REPORT

. Do You Love Me, Contours

. Soldier Boy, Shirelles

. Sherry, Four Seasons

. Walk on by, Leory Van Dyke

. | Know, Barbara George

. It Keeps Right on A-Hurtin’, Johnny Tillotson
. Midnight in Moscow, Kenny Ball

. Let Me in, Sensations

. Monster Mash, Bobby Pickett

. Palisades Park, Freddy Cannon

. Can’t Hel
. Twist an
. Twistin’ the Night Away, Sam Cooke

. Surfin’ Safari, Beach Boys

. Breaking Up |s Hard to Do, Neil Sedaka
. Run to Him, Bobby Vee

. Green Onions, Becoker T. & MG's

. Wolverton Mountain, (laude King

. Love Letters, Kelly Lester

. Town Without Pity, Gene Pitney

. Sheila, Tommy Roe

. Please Mr. Postman, Marvelettes

. Alley Cat, Bent Fabrics

. Patches, Dickey Lee

. Good Luck Charm, Elvis Presley

. Big Bad John, Jimmy Dean

. Tutf, Ace Cannon

. Goodbye Cruel World, James Darren

. Dear Lady Twist, Gary U. S. Bonds

. Party Lights, Claudine Clark

. Sealed With a Kiss, Brian Hyland

. She Cried, Jay & the Americans

. Norman, Sue Thompson

Falling in Love, Elvis Presley
Shout, (sley Brothers

1963

. Limbo Rock, Chubby Checker
. Go Away Little Girl, Steve Lawrence

End of the World, Skeeter Davis

. Blue Velvet, Bobby Vinton

Telster, Tornados

. | Will Follow Him, Little Peggy March

. Rhythm of the Rain, (ascades

. Can’t Get Used to Losing You, Andy Williams
o Fingertips, Little Stevie Wonder

. Up on the Roof, Drifters

. So Much in love, Tymes

. Me’s So Fine, Chiffons

. He Paula, Paul & Paula

. 8ig Girls Don‘t Cry, Four Seasons

. Surfin U.S.A., Beach Boys

. Walk Right In, Rooftop Singers

. Walk Like a Man, Four Seasons

. If You Wanna Be Mappy, Jimmy Soul
. Easier Said Than Done, Essex

Return to Sender, Elvis Presley

My Boyfriend’s Back, Angels
Mockingbird, inez Foxx

. Our Day Will Come, Ruby & Romantics
. Puft the Magic Dragon, Peter, Paul & Mary
. Ruby Baby, Dion DiMuci

(Continued on page J-32)
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FOREIGN HITS IN JAPAN 1960-1969

e Continued from page J-30

26. Surt City, Jan & Dean 15. This Diamond Ring, Gary Lewis & Playboys 3. Winchester Cathedral, The New Vaudeville Band
27. | Love You Because, Al Martino 16. My Girl, Temptations 4. | Was Kaiser Bill's Batman, Whistling Jack Smith
28. You're the Reason I’'m Living, Bobby Darin 17. King of the Road, Roger Miiler 5. The Happening, The Supremes
29. Sukiyaki, Kyu Sakamoto 18. Hang on Sloopy, McCoys 6. A Whiter Shade of Pale, Procol Harum
30. It’s My Party, Lesley Gore 19. | Feel Fine, Beatles 7. San Francisco, Scott McKenzie
31. The Night Has a Thousand Eyes, Bobby Vee 20. The Birds & the Bees, Jewel Akins 8. | Love You, The Zombies
32. Blame It on the Bossa Nova, Eydie Gorme 21. The Jerks, Larks 9. Last Waltz, Engelbert Humperdinck
33. Pipeline, Chantays 22. Can't You Hear My Heartbeat, Herman's Hermits 10. | Dig Rock and Roll Music, Peter, Paul & Mary
34. Two Faces Have I, Lou Christie 23. Mrs. Brown You Have a Lovely Daughter, Herman's Hermits 11. Land of 1000 Dances, The Walker Brothers
35. You Can‘t Sit Down, Dovells 24. Stop in the Name of Love, Supremes 12. All You Need Is Love, The Beatles
36. Surfer Girl, Beach Boys 25. Eve of Destruction, Barry McGuire 13. Balla Balla, The Rainbows
37. Lonely Bull, Tijuana Brass 26. Mr. Tambourine Man, Byrds 14. Penny Lane, The Beatles
38. Hello Stranger, Barbara Lewis 27. What the World Needs Now Is Love, Jackie DeShannon 15. Someybod to Love, Jefferson Airplane
39. Blowing in the Wind, Peter, Paul & Mary 28. Shotgun, Jr. Walker & All Stars 16. In M Rz;om The Walker Brothers
40. Wild Weekend, Rockin’ Redels 29. She’s Not There, Zombies 7. Okayy Dave Dee Group
41. 1f | Had a Hammer, Trini Lopez 30. Help Me Rhonda, Beach Boys 18. Words, The Monkees
42. Heat Wave, Martha & The Vandellas 31. How Sweet It Is, Marvin Gaye 19. La La La, The Shamrocks
43. Tell Him, Exciters 32. Unchained Melody, Righteous Bros. 20. Summer Wine Nancy Sinatra
44. Be My Baby, Ronettes 33. Ringo, Lorne Greene 21 Inch’ Allah, Adamo
45. Wipe Out, Surfaris 34. Down in the Boondocks, Billy Joe Royal 22, Ruby Tuesday, The Rolling Stones
46. You Really Got a Hold on Me, Miracles 35. The Name Game, Shirley Ellis 23 Geo! Girl Y'l"hg Seekers
47. From a Jack to a King, Ned Miller 36. Ticket to Ride, Beatles 2. I.as'g‘lyrain to Clarksville, The Monkees
48. My Dad, Paul Petersen 37. Going Out of My Head, Little Anthony & Imperials 25, Beautiful Dream Twiggy’
49. Bobby Girl, Marcie Blane 38. Like a Rolling Stone, Bob Dylan 26. Wednesday's child, Mat Monro
50. Candy Girl, Four Seasons 39. | Know a Place, Petula Clark 27 Little Max Sonny & Cher
40. Silhouettes, Herman's Hermits 28. Le Gendarme de éain-l’ro ez, Genevieve Grad
41. Red Roses for a Blue tady, Bert Kaempfert Ork 29. Devil With a Bive Dress On & Good Golly Miss Molly
1964 42, I'll Never Find Another You, Seekers . Mitch Ryder & The Detroit Wheels !
43. Cara Mia, ngl& Americans 30. Light My Fir); The Doors
1. | Want to Hold Your Hand, Beatles 44. Keep Searchin’, Del Shannon 31. Silence Is Golden, The Tremeloes
45. Count Me In, Gary Lewis & The Playboys ]
2. She Loves You, Beatles 46. A Walk in the Black F kowski 32. Happy Together, The Turtles
3. Hello, Dolly, Louvis Armstrong a7 G Id:' (L) ':. ' ack Forest, Horst Jankowski 33. We Love You, The Rolling Stones
4. Oh, Pretty Woman, Roy Orbison 28 |,° 'I!nl?‘"' S ue&/ Bassey . 34. Walk Away Renee, Left Bank
5. 1 Get Around, Beach Boys - I'm Telling You Now, Freddie & Dreamers 35. Good Vibration, Engelbert Humperdinck
6. Louie, Louie, Kingsmen 49. 1t Ain‘t Me Babe, Turtles ’
7. My Guy, Mary Wells 50. Jolly Green Giant, Kingsmen
8. Blue Velvet, Bobby Vinton
9. Glad All Over, Dave Clark Five 1968
10, Everybody Loves Somebody, Dean Martin 1966
11. Dominique, Singing Nun 1. Sound of Silence, Simon & Garfunkel
12. There I've Said It Again, Bobby Vinton 1. The Ballad of the Green Berets, Barry Sadler 2. Hey Jude, The Beatles
13. Love Me Do, Beatles 2. California Dreamin’, Mamas & Papas 3. Simon Says, 1910 Fruitgum Company
14. She’s a Fool, Lesley Gore 3. Sounds of Silence, Simon & Garfunkel 4. The Dock of the Bay, Otis Redding
15. Where Did Our Love Go, Supremes 4. Sunny, Bobby Hebb 5. 13 Jours en France, Original Soundtrack
16. Java, Al Hirt 5. Strangers in the Night, Frank Sinatra 6. Valleri, The Monkees
17. People, Barbra Streisand 6. You Can’t Hurry Love, Supremes 7. Lady Madonna, The Beatles
18. A Hard Day’s Night, Beatles 7. A Groovy Kind of Love, Mindbenders 8. Legend of Xanadu, The Dave Dee Group
19. Since | Fell For You, Lenny Welch 8. | Got You, James Brown 9. Jumping Jack Flash, The Rolling Stones
20. Forget Him, Bobby Rydell 9. Little Red Riding Hood, Sam The Sham & Pharaohs 10. No No No, The Human Heinz
21. Under the Boardwalk, Drifters 10. See You in September, Happenings 11. Woman Woman, The Union Gap
22, It's All Right, Impressions 11. Good Lovin’, Young R’asca& 12. Twenty-Ten, Tinkabells’ Fairydust
23. Love Me With All of Your Heart, Ray Charles Singers 12. We Can Work It Out, Beatles 13. Words, The Bee Gees
24. Chapel of Love, Dixiecups 13. Up Tight, Stevie Wonder 14. Nothin’ But Love, Jess & James
25. Little Children, Billy J. Kramer & Dakotas 14. lo Che Non Vivo Senza Te, Dusty Springfield 15. Massachusetts, The Bee Gees
26. Bread and Butter, Newbeats 15. Kicks, Paul Revere & Raiders 16. This Little Bird, Nancy Sinatra
27. I'm Leaving It Up to You, Dale & Grace 16. Lightnin’ Strikes, Lou Christie 17. Honey, Bobby Goldsboro
28. Dawn (Go Away), Four Seasons 17. Cherish, Association 1B. L'Amour est Bleu, Paul Mauriat
29. Rag Doll, Four Seasons 18. Soul & Inspiration, Righteous Bros. 19. Hold On I'm Comin’, Sam & Dave X
30. Suspicion, Terry Stafford 19. Hanky Panky, Tcmmy James & Shondells 20. The Rain, The Park & Other Things, The Cowsills
31. Popsicles & Icicles, Murmaids 20. 96 Tears, ? Question Mark & Mysterians 21. You Keep Me Hangin’ On, Vanilla Fudge
32. Washington Square, Village Stompers 21. Red Rubber Ball, Cyrkle 22. Holiday, The Bee Gees
33. A World Without Love, Peter & Gordon 22. Last Train to Clarksville, Monkees 23. My Girl, The Temptations
34. Can | Get a Witness, Marvin Gaye 23. No Matter What Shape, T-Bones 24. 1 2 3 Red Light, 1910 Fruit Gum Company
35. | Can’t Stay Mad at You, Skeeter Davis 24. Cool Jerk, Capitols ! 25. Boogaloo Down Broadway, Paul Revere & the Raiders
36. Wishin’ and Hopin’, Dusty Springfield 25. Ain‘t Too Proud to Be, Temptations 26. Hello Goodbye, The Beatles
37. Please, ljlease Me, Beatles 26. Sunshine Superman, Donovan
38. You Don’t Have to Be a Baby to Cry, Caravelles 27. These Boots Are Made for Walking, Nancy Sinatra
39. Sugar Shack, Jimmy Gilmer 28. Daydream, Lovin’ Spoonful
:(I) evuasltke_d,, l:;y lg\arl;sf T 29. When a Man Loves a Woman, Percy Sledge 1969
. in° the Dog, Rufus Thomas 30. Over & Over, Dave Clark Five
42. You Don‘t Own Me, Lesley Gore 31. A Taste of Honey, Herb Alpert & Tijuana Brass ; }:c::uvr;e;n';reall)c:y,sSoA:::i;r%cokpkin
43. .Mey Little Cobra, Rip Chords 32. Monday Monday, Mamas & Papas 3. Manchester & Liverpool, Pinky & The Fallas
:; l;::rs ;l:’rsl;lleinN:;pckTe’;n?oo& April Stevens g:: :aim {_' Blac‘:rk, Rolling Stones a. (You) Keep Me Man:ing' On Vyanilla Fudge
5 , Ri elson . Turn, Turn, Turn, Byrds " Ob-la-di -la- Y
46. Don't Let the Rain Come Down, Serendipity Singers 35. Bus Stop, Hollies Y 2 ?: IahdheobTLaed[a)boI:e Beatles
47. Out of Limits, Marketts 36. My Love, Petula Clark 7. G u:jb M Hopki
48. Walk On By, Dionne Warwick 37. Keep On Dancing, Gentrys e Lo O
49 Nitty Gritty, Shirley Elli g 0 i 8 ariu=iRCENDimersio N
ity Y, Shirley Ellis 38. What Becomes of the Broken Hearted, Jimmy Ruffin 9. La Pioggia, Gigliola Cinquetti
50. Cry Baby, Garnett Mimms & Enchanters 39. 19th Nervous Breakdown, Rolling Stones 10. Get Ba%?( The gBeatIes .
40. Reach Out, I'li Be There, Four Tops 11. Boxer, Simon & Garfunkel
41. Summer in the City, Lovin’ Spoonful 12. Ballad of John and Yoko, John and Yoko
1965 42. 1 Am a Rock, Simon & Garfunkel 13. In the Year 2525, Zager & Evans
43. Let's Hang On, Four Seasons 14. Love Me Tonight, Tom Jones
1. Back in My Arm Again, Supremes 44. Time Won't Let Me, Outsiders 15. Early in the Morning, Clife Richard, Vanity Fare
2. Woolly Bully, Sam The Sham & Pharaohs 45. Paperback Writer, Beatles 16. Aime Ceux Qui Taiment, Daniel Vidal
3. Mr. Lonely, Bobby Vinton 46. Barbara Ann, Beach Boys 17. Time of the Season, The Zombies
4. | Can‘'t Help Mystelf, Four Tops 47. She’s Just My Style, Gary Lewis & Playboys 18. Come Together, The Beatles
5. Satisfaction, Rolling Stones 48. Ba",g Ba'_‘g: Cher 19. Sugar Sugar, fhg Archies
6. Downtown, Petula Clark 49. Crying Time, Ray Charles 20. Hey Jude, The Beatles
7. You've Lost That Lovin’ Feelin’, Righteous Bros. 50. Five o'Clock Werld, Vogues 21. Love Child, Diana Ross & The Supremes
8. Come See About Me, Supremes 51. Somewhere My Love, Ray Conniff Singers 22. Mah-Na, Mah-Na, Soundtrack
9. The “In’ Crowd, Ramsey Lewis 23, aarabai'agal, Donovan
10. You Were On My Mind, We Five 24. Honky Tonk Women, Rolling Stones
11. Help, Beatles 1967 25. Both Side Now, Judy Collins
12, Crying in the Chapel, Elvis Presley 26. Spinning Wheel, Blood, Sweat & Tears
13. Love Potion No. 9, Searchers 1. Tiny Bubbles, Don Ho 27. Heather Honey, Tommy Roe
14. | Got You Babe, Sonny & Cher 2. Music to Watch Girls By, Andy Williams 2B. Tomorrow Tomorrow, The Bee Gees

JAPANESE ‘KAYOKYOKU’ (LOCAL ‘POPYS’) HITS
(1960-1969)

1960 3y oo, i i gty
5 , Mieko Hirota 3 , Chiyoko Shimakura
1. ITAKO GASA, Yukio Hashi 5. MIAGETE GORAN YORU NO HOSHI 0, Kyu Sakamoto 9. SORA NI HOSH! GA XRUYONI, Ichiro Araki
2. ARIGATAYA BUSHI, Hiroshi Moriya 6. KIRIKO NO TANGO, Frank Nagai 10. AITAKU TE AITAKU TE, Mari Sono
3. TSUKIKAGE NO NAPOLI, Kayoko Moriyama 7. OHIMA NARA KITEYO NE, Midori Satsuki
4, KANASHIKI 16 SAl, The Peanuts 8. GARASU NO JOHNNY, George ! 1967
5. ITAKO HANAYOME SAN, Kikue Hanamura 9. DAIGAKU KAZOE UTA, Hiroshi Moriya
6. TSUKI NO HOZENJI, Takeo Fujishima 10. SHIMASODACHI 1. KOI NO MEXICAN ROCK, Yukio Hashi
7. TASSHADENA, Michiya Mihashi 2. MAKKA NO TAIYO, Hibari Misora, Blue Comets
8. MIYO CI:‘AN, lmzaaki Hirat:nS 1964 3. KOY:JBI NO OQJIOAIDE',‘ YL'J'II(ar'i4 noh .
9. MUJYO NO Y , Mitsuo Sagawa 4. KIMI KOSO WAGA INOCHI, Hiroshi Mizuhara
10. ASUZURI MISAKL, Hachiro Kgsuga 1. Al TO SHI O MITSUMETE, Kazuko Aoyama 5. BLUE CHATEAU, Blue Comets
2. TOKYO GORIN ONDO, Haruo Minami 6. IPPON DOKKO NO UTA, Kiyoko Suizenii
1961 3. SHIWASENARA TE O TATAKO, Kyo Sakamoto 7. KOI, Akira Fuse
4. YOAKE NO UTA, Yoko Kishi 8. KOl NO HALLELUJAH, Jun Mayuzumi
1. UEO MUITE ARUKO, Kyu Sakamoto 5. LA NOVIA, Peggy Hayama 9. SHIRITAKU NAIl NO, Yoichi Sugawara
2. COFFEE RUMBA, Sachiko Nishida 6. ANKO TSUBAK1I WA KOI NO HANA, Harumi Miyako 10. SEKAI NO KUNI KARA KONNICHIWA
3. SUDARA BUSHI, Hitoshi Ueki 7. ROZALIO NO SHIMA, Hachiro Kasuga
4. AMEN1 SAKU HANA, Hiroshi Inove 8. OZASHIKI KOUTA, Kazuko Matsuo, Mahina Stars 1968
5. KIMI KOISHI, Frank Nagai 9. SASURAI, Shigeru Katsumi
6. KITAGAMI YAKYOKU, Yukiko Tama & Mahina Stars 10. MINA NO SHU, Hideo Murata 1. LOVE YOU TOKYO, Akira Kurosawa & Ross Primos
7. TOKYO DODOMPA MUSUME, Mari Watanabe 2. KAETTE KITA YOPPARAI, The Folk Crosseders
8. KAWAI WA NAGARERU, Miki Nakasone 1965 3. Ko! N(')‘ Sl:'IZUKU, Yukari lto
9. HOKKIKO 4. YUKE NO HIMITSU, Tomoko Ogawa
10. YAMA NO ROZALIA, Three Graces 1. YAWARA, Hibari Misora 5. HANA NO KUBIKAZAR!, The Tgigers
2. BUONA SERA DI TOKYO, The Peanuts 6. HOSHIKAGE NO WALTZ, Masao Sen
1962 3. AISHITE AISHITE AISHICHATTA NO YO, Muyoko Tashiro, The Mahina Stars 7. TENSHI NO YUWAKU, Jun Mayuzumi
4. MATSUNOKI KOUTA, Yuykiko Ninomiya 8. OTARU NO HITOYO, Masayoshi Tsuruoka & Tokyo Romantica
1. ITSUDEMO YUME O, Yukio Hashi & Sayuri Yoshinaga 5. NAMIDAKUN SAYONARA (GOODBYE MR. TEARS), Kyu Sakamoto 9. KIRI NI MUSEBU YORU, Ken Kuroki
2. SAMUI ASA, Sayuri Yoshinaga 6. NAMIDA O DAITA WATARIDORI, Kiyoko Svizenji 10. KOI NO KISETSU, Pinky & The Killers
3. KAWAII BABY (PRETTY LITTLE BABY) 7. SAYONARA WA DANCE NO ATODE, Chieko Baisho
4. HAl, SOREMADEYO, Hitoshi Ueki 8. NANI MO IWANAIDE, Mari Sono 1969
5. OSHO, Hideo Murata 9. NATSU NO HI NO OMOIDE, Teruko Hino
6. ;AMAEOTOKO NO UTA, Dark Ducks 10. HOSHI MUSUME, Teruhiko Saigo 1. IMAWA SHIAWASE KAI, Mitsuo Sagawa
7. TOKUE IKITAI, Jerry Fujio 2. TOSHIVE NO HITO, Shinichi Mori
g. l‘(‘%:‘ V#:]{\TKEM&I‘YJ)E NY?) MUKhASHISKARA, Midori Hatakeyama 1966 2 'a‘ftﬂ'%cu? K&S?’éxhxinky & The léillers
5 E , Mahina Stars . YOK , Ayumi |shida
10. SORAN WATARIDORI, Komadori Shimai ; '.1‘5’,5'!,2; Js“"i‘is.'???é“ Takova § 5. 3003 NIGHT BABY, Xing Tyanes
. , Takuya Jyo 6. HATSUKOL NO HITO, Tomoko Ogawa
1963 3. KIMI TO ITSUMADE MO, Yuzo Kayama 7. TOKINIWA HAHA NO NAIKO NO YO NI, Carmen Maki
1. KINNICHIWA AKACHAN, Michiyo Stars 5. YUME WA YORY, KIRAKD. Mai oo 9. LIANAINO ‘SHIAWASE NARABA, "rﬁ'o::'mss:;al:ghiyamada & The Cool Five
. , ; . KU, Mo . . i
2. KOKO SANNENSEI, Kazuo Funaki 6. HAKODATE NO HITO. s3huro Kitajima 10. SHIROI IROWA KOI81TO NO IRO, Betty & Chris
-~
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LL AROUND MUSICMAN

- )

Biggest plus Most Active

NICHION

® Subsidiary of TBS (The Foremost National Radio & TV Network)

® Representative for Warner Bros. Music, Inc., Campbell Connelly & Co. Ltd..and others
® Full Promotion of Foreign Songs

® Plenty of Japanese Hit Songs

® Music Publications

® Producing Master Records

® Merchandising

®President: SHIGERU AKIMOTO

® Address: TBS TV 2nd Bldg.. No. 3-50, 5-chome, Akasaka, Minato-ku, Tokyo
®Cable: "PUBLISHMUSIC TOKYO”

® Phone: Tokyo (584)4711

SUPER ROAD 7 CYCLE RIDER

The latest drive game. A The only one with all fea-
new road race. Different fea- tures. Sound, Wind.Music,
tures. Free play included. Course Selection and you
Playing time adjustable. Ex- won’t find a prettier cabinet.
citing sound and light ef- A true sensation for the
fects. player.

CINESCOPE 8 : \ CALIBER 50
Fully automatic movie B < : Aircraft gun game
viewer with sound. ; with exciting sound
Acceptsstandard 8mm E ! and light effects. Free
color cartridges. play feature.

AUTO VIEWER

Table-top automatic coin operated
slide viewer. Compact metal cabinet.
40 color slides standard size, endless
movement. Weighs 14 pounds. Loca-
tion: anywhere.

TAITO TRADING COMPANY, LTD.

"9 Uchisaiwai-cho, Chiyoda-ku, Tokyo, Japan Fukoku Bldg.. 508
Central P.O. Box 'I{dh, Tnkyo. -
Phone: Tokyo (03) 501-7371/5 “Tible: "EPTRA™ Tokyo Telex: TK293!

DECEMBER 19, 1970, BILLBOARD JAPAN — A BILLBOARD SPECIAL REPORT J-31



CBS

SUGAR

thank you dear friends of
KING RECORD

for having made our artists
so successful in your country

GIGLIOLA CINQUETTI
GIANNI NAZZARO
RAYMOND LOVELOCK
MASSIMO RANIERI

KING RECORDS

WE HOPE TO SEE
“VOLANO LE RONDINI,, BY GIGLIOLA

FIRST IN YOUR CHART SOON

Ve spevatens sty ONE JUMPNTAHEAD s ficon WAL

CREATED BY
SEGA, PRODUCERS
OF THE DECADE'S |/ -
MOST PROFITABLE \
I ‘\
GAMES I

GUN FIGHT JET ROCKET

X MANUFACTURED BY WORLDWIDE AGENTS
Eﬁﬂentenpmses Led. .

P.O. BOX 63 TOKYO AIRPORT POST OFFICE Club SpeCIalty Overseas Inc'
TOKYO 149 JAPAN Cable: Segastar APARTADO 133 PANAMA 1,R. de P.
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WHEN NIPPON GRAMMOPHON PRESENTS HER REPERTOIRE
YOUR LIBRARY CAN BE COMPLETED ON THE INTERNATIONAL SCALE

"Finale D'amore "(Yoichi Sugawara)

"Yoru" (Saori Kami)
"Miren" (Mari Sono)

"Sekaribe-onna" (Shingo Sugi)
"Promise for Future" (The Tigers)

"Never Marry A Railroad Man" (The Shocking Blue)
"Summertime Blues" (The Who)

"Immigrant Song" (Led Zeppelin)

"Seasons"(Earth & Fire)

"Finale D'amore" (Milva)

<« NIPPON GRAMMOPHON CO., LTD,
GRAMMOPHON PUBLISHING & PROMOTION K. K.

/& i

i Please enter my subscription to BILLBOARD for

[]3 YEARS $60 7 New BILL HALEY
[ Payments enclosed [ Bill me later & TH E COM ETS

OLA & JANGLERS

: (]t YEAR $30
, (] Renew
i 1 2 EXTRA issues for cash

------------------------------------------

Above subscription rates for Continental U. S. & Canada.

Company.__

Name___
Address__

City

SONET GRAMMOFON AB
Type of Business Stockholm 39, Sweden

B T HUNDERBOLTS

RECORDS CO. LTD.

FROM ,

» Industry.
JACKPOTS

Japanese rates

RN O,
O\)\\“E RG4 N

TOMMY KORBERG

BRETT MARVIN
& THE

¢,
Nks THE wov-

__ State & Zip Recording exclusively for

(JAPAV) LTD.

119 Hibiya Park Building

SONET PRODUCTIONS LTD.

k
London W.1., England Tokyo, Japan

2
[ 1 YEAR $55 (Jet Freight) MAD IN SWEDEN !
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HONDAS A WONDER
ALFAS AN ASTOUNER,
NO WONDER!

An Astounder possesses a lot of ideas.

An Astounder is open to new ideas.

An Astounder has the potentials to work out all the ideas.
Try it, and you see what we mean.

ALFA &

NEWLY STARTED MUSIC PUBLISER

AlfA M“SIE lln ROOM 233 MITA-TOKYU APARTMENTS 4-15-29 MITA MINATO-KU TOKYO.
h 4 s TEL: 03-452.7976 CABLE ADDRESS: ALFALFAPUB

RT

RECORDS

GW 1>

RECORDS

RECORDS - VIDEO TAPE + CARTRIDGE TAPE . CASSETTE TAPE » MUSIC PUBLICATION

TEICHIKU RECORDS CO.,LTD.

Tokyo Main Office
Address: No.1, 2-Chome, Nishi-Shinbashi, Minato-Ku, Tok yo, Japan Cable: TEICHIKU TOKYO President: TOYOJ NANKO
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CONTROL PANEL in the Victor Studio.

RECORDING STUDIOS

-—

WIVES OF Japanese retailers visit King's recording studios.

Facilities Gontinually Improve

In general, the size, facilities and quality of record-
ing studios in Japan has improved remarkably in the
last few years. Younger producers and musicians are
still demanding improvements—some saying that Japan
could use two or three 16- or 32-track studios and
as many as a dozen more 8-track facilities.

By and large, however. studio facilities here are
as good if not better than those to be found in almost
any country. The following article is intended as a
guide to those wishing to investigate the equipment
available and costs involved in recording in Japan.

As to costs, as a matter of general principle all
recording studios here for rent—the musicians, tune-
smiths, arrangers and others involved as well—are
members of their respective trade unions or other or-
ganizations. But in fact, it is considered to be the real
case that there is nothing but outward relationship
which cnables them to conduct necessary contacts and
negotiations on charges, fees. etc. Although numerous
trade unions with individual composers, copywriters,
arrangers and musicians as regular members exist, such
unions are not exactly useful in guaranteeing income
to their members. The present situation is, in fact,
that any musician is tree to work for whoever and at
whatever rate he can get.

Nevertheless, there is an active movement by mu-
sicians” unions and arrangers’ unions seeking such fixed
guarantees as the AFM royalty system now in practice
in the U.S. Adoption of the AFM royalty in Japan
in the near future is quite possible. In fact. some lead-
ing arrangers are demanding the payment of fees for
their arranging works apart from the original royalty
on compositions. The number of such arrangers is
steadily increasing.

The royalties on arranging, as demanded. is one
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By SHOO KUSANO
Shinko Muvic

yen to two yen per piece ($.0028 1o $.0056). Further-
more, the charge for buying & musical picce ranges
from 7.000 yen to 25.000 yen ($19.44 to $69.44). de-
pending upon the reputation of the arranger, the Kinds
of musical instruments required and the size or scale
ot the orchestras required.

The studio musician can be obtained under an
individual agreement by the number of hours he is
to be on the job or by the number of pieces he is to
pertorm. The charges range from 2,000 ven to 20.000
yen ($5.56 to $55.56). depending naturally upon the
musician’s ability and the instrument to be played.

In most cases when a band of musicians is hired
for recording. the charge is based on the per piece
system—a sort of flat contract rate. The highest may
be 100.000 yen ($278). the lowest may be 20.000 yen
($55.56). These charges naturally vary according to
the size of the band. Some leading bands will not ac-
cept recording dates unless royalties are included in the
agreement.

As regards vocalists and chorus, one must be ready
to pay 5.000 yen (about $14) per piece per person
for cither male or female singers; group chorus charges
are between 2,000 yen and 8.000 yen ($5.56 to $22.24)
per person per session. In addition, most vocalists de-
mand royalty arrangements as they do in other
countries.

Two of the several agencies who can arrange studio
musicians’ bookings are: Shin Ongaku Kyokai, Taihei
Bldg.. 3-7-7 Jingumae, Shibuya-ku. Tokyo. TEL: 404-
2721: and K.K. Shogei Honey Knights, Wada Bldg..
I-11 Shirakawacho, Chiyoda-ku, Tokyo, TEL: 26I-
8774.

The following is a brief rundown of the studios
in the Tokyo area. Record manufacturers who have

JAPAN — A BILLBOARD SPECIAL REPORT

their own studio are five: Nippon Victor Co.. L.itd.;
Toshiba  Musical Industries: Nippon Columbia Co.,
Ltd.: Nippon Grammophon Co., Ltd.. and King Rec-
ords Co. There are a total of 21 member studios in
the Rental Studio Industrial Union in the Tokyo metro-
politan arca alone.

Ot the independent studios, the most important
include:

AOI STUDIO
t-1 Azabu Ju-Ban., Minato-ku. Tokyo
TEL: 582-7311

AVACO STUDIO
Christian Audio-Visual Center
4-4-13, Shibuya, Shibuya-ku, Tokyo, Japan

KRC STUDIO
International Radio TV Center
8-6-26, Akasaka, Minato-ku, Tokyo, Japan

TEICHIKU KAIKAN STUDIO
Teichiku Logro Co.. Ltd.
2-1. Nishi-Shinbashi, Minato-ku, Tokyo, Japan

THIKOKAN STUDIO
Jolf Recording Co.
1-18-1 Shinbashi, Minato-Ku, Tokyo, Japan

TOKYO STUDIO CENTER
9-6-24, Akasaka, Minato-ku, Tokyo, Japan

TOSHIBA STUDIOS
Toshiba Musical Industries Ltd.
2-17, Akasaka 2-Chome. Minato-ku, Tokyo, Japan
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at home in Japan
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MOBILE POP — a radio mobile unit, manufactured by
TBS Radio and used for partics.

FILED POP — the record library at TBS Radio

¥

I N

RECORDED POP —u radio show being recorded at the TBS

Radio studios.
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RADIO INDUSTRY

PROGRAMMED POP — radio scripts filed uway at the TBS
Radio studios.

All Appeal Radio

Japan keeps a close tag on what is allowed to zoom
through the ether. Unlike the U.S., the Jupancese version
of the FCC—the Minister of Post and Telecommunica-
tion—grants permission to broadcasting stations on a
strict allocation system in accordance with the Govern-
ment’s broadcasting administration policy.

To some, this has resulted in what they call a denial
of the freedom of specch. To others, the policies are
justified by their tendency to restrict a “flood of com-
mercialism.”

However one views Japan's radio industry though.
one must admit that the 100 million-plus population of
these relatively small and very crowded islands is never
without a diversity of air programming appealing to
all interests.

Conforming with the Government’s poticy. the Japa-
nese radio broadcasting industry is dominated—as a
matter ot basic principle—by the Nippon Hoso Kvokui
(commonly catled "NHK™ or, in English. the Japan
Broadcasting Corporation. It is a semi-government body
corporate under special obligation to nationwide broad-
casting coverage. It is legally authorized to collect radio
and television license fees from the receiver-owning pub-
lic, similar to the BBC in the United Kingdom. There
arc no commercial programs allowed on NHK radio.

In addition to NHK there are some 46 private radio
broadcasting stations all over Japan.

Because of such a unique broadcasting administra-
tion policy. there are only six radio broadcasting sta-
tions in the Tokyo arca. the world's greatest city with a
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total population of over 11 million. They are NHK
No. 1: NHK No. 2. Far East Network (FEN-English):
Tokyo Broadcasting System (TBS): Bunka Hoso or
Cultural Broadceasting (JOQR). and Nippon Broadcast-
ing (JOLF). Tke last three are private stations.

Under such reasons mentioned hereabove. Japanese
radio broadcasting stations do not adopt such special
formats as America’'s Top-40 stations, all talk stations
and all news statiors but instead succeeded to main-
tain their positions as a vital part of the nation’s mass
media system.

In 1958 when television became extremely popular
among Japanesc households. business results of private
radio kroadcasting stations in Japan began to drop. As
part of their effort to tide over such financial difficul-
ties. Station JOLF. one of Tokyo's three private radio
stations. developed its unigue audience segmentation
svstem or new radio program format. which resulied
in & smashing success.

Under this system 24 hours of a day are divided
into four time-belis: pre-ncon hours for the sake of
salaried workers before leaving their houses for work
and also housewives: afternoon hours for car drivers
and evening-hours for the younger generation. In draw-
ing up the broadcasting program. emphasis was placed
on the aforementioned audience strata. This format at
present is the most typical among Japancse private radio
broadcasting stations.

Private Radio
For the reason of relatively small number of private
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radio stations in Japan. each private radio station is
rather farge in its scale. For example. Station JOLF
is operated by 300 staff members and its annual pro-
ceeds reach the 6.000 million yen mark—a sort of big
business enterprise.

According to a survey by NHK. approximately 94
out of every 100 houscholds in Japan possess radio
sets and about a quarter of the whole nation have radio
sets. it is estimated.

A survey on radio listeners for different programs
is conducted regularly in different arcas of the country.
In the Tokyo arca. Dentsu Advertising Ltd.. the biggest
of its kind in Japan, conducts the surveyv twice cach
vear. The results of the Dentsu surveys are considered
the most authoritative.

As regards the FM broadcast. the Government
allotted radio waves to different FM broadcast stations
in the Tokyo. Osaka. Nagoya and Fukuoka areas
carlier in 1970, after many years’ experimental steps.
Only two FM stations in the Tokyo area—NHK-FM
and FM-Tekvo (a private station) were given the li-
censas. There is little hope for further expansion in the
immediate future as far as the nation’s FM broadcast
is concerned.

The Dentsu survey for 1969, conducted nationwide-
lv. showed that a total of 632,800 million ven was
spent for various advertising media. Of this amount
23.300 million yen was paid to radio advertisements,
placing fourth among difterent advertising media, only

(Continued on page J-42)
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masanobu araya + tOk)’O = good music, ltd.

simple arithmetic
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It wasn't easy

to design and build
the world's finest tape deck

The all new OTARI Professional
MX7000 but then, OTARI has
never done easy things ......

Like the new 5000 series of ultra
high speed audio tape duplicating
systems that operate at 32:1 speed
24 hours per day,7 days a week.

Like the world’s most widely
used quantity control tape monitors
to check the quality of prerecorded
tapes.

Like mastering the most com-
plete line of high speed rewinders,
and peripheral professional tape
duplicating equipment.

That's why the new OTARI Pro-

fessional MX7000 offers such im-

portant engineering contributions

as,

» 3 Speed Hysteresis Synchronous
Motor. 3%, 7%, 15 ips.
Automatic equalization for all 3
speed changes -

Built in test oscillator 1KHz

10KHz.

Three motors 4 heads-10%" reels

Interchangeable head assemblies

from full track single channel to

4 track 4 channel stereo -

It wasn’t easy --- but, it will make

better recording easier for all pro-
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fessional  highest quality tape
recording requirements.
It is priced within reason --- and

available early in 1971,

For more details write to

Otari Electric Co., Ltd.

Export Division

Otari Bidg. 4-29-18, Minami Ogikubo,
Suginami-ku, Tokyo, Japan

Cable Address: OTARIDENKI TOKYO
Telex: TK6604 OTRDENKI

Otari of America Ltd.

8295 So. La Cienega Blvd. Inglewood,
Calif., U.S.A. 90301

Otari Nanpo Electronic & Sound
Industries (PTE) Ltd.

3809-D, Block 1, Redhill Industrial
Estate, Jalan Bukit Merah, S’pore, 3.
Klarion Enterprises Pty. Ltd.
Regent House, 63 Kingsway, South
Melbourne 3205, Australia.

|¢ S

High Speed Tape Duplicating Systems
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CONTEMPORARY CLASSICS

Japanese Treasure House

By Donald P. Berger

Music critic, The Japan Times;
director, Musical Studies, American School, Japan

In the opinion of many critics, myself included,
Japan is by far the world leader in the field of contem-
porary serious music.

If any Japan-originated music is suited for direct
“export” it is what we call “gendai ongaku,” literally,
contemporary music. This article attempts to introduce
the highlights of the Japanese contemporary scene as
background information for those seriously interested
in investigating the best Japan has to offer to the inter-
national world of music.

It may seem tiresome to repeat the well-known fact
that the world’s listening public has always been notori-
ously slow in accepting musical innovation. But, it is
something to keep in mind when reviewing new music.
Look how long it has taken for most of us to realize
the worth of Alban Berg's “Wozzeck”—some 40 years,
the usual par. At least that’s the way it used to be. But
in Japan, the outlook for an earlier recognition of the
“now” sounds is more favorable. This is true in Japan
despite the fact that the musical currents of the past
are particularly strong.

The name Beethoven is as familiar here as that of
any local sports star. And, flipping the Beethoven side
of the coin we discover (especially in Tokyo) a large
audience for the new, contemporary music which is
performed and recorded with more frequency than in
the other musical capitals of the world. These sounds
become a “new trip” for ears supersaturated with the
(Western) past.

Bumper Crop

Japan’s current crop of composers—a bmper one at
that—represents the great diversity in music here since
the 1950s. All the trends, serial, aleatoric, electonic and
the like are here, and many composers cross the dividing
lines.

Men like Toshiro Mayuzumi, Maki Ishii, Joji Iwasa,
Kenjiro Ezaki and others have registered great successes
in the new electronic music. And, there is still another
group of composers who are attracting world-wide at-
tention by casting the traditional music of Japan into
new shapes and designs. The works of Minoru Miki,
Toru Takemitsu, Mareo Ishiketa, Yoshiro Irino, Michio
Mamiya and a host of others have emphasized the hu-
man element—the man behind the horn, so to speak—
presenting a fascinating amalgam of past and present.

Their interest in the past (Japan’s) indicates a shift
in attitudes. The older generation of composers in Japan
fashionably shunned their own musical heritage. Thcir
music was in the time-honored symphonic tradition of
Europe, but not so with the new breed.

Recognizing the merits and weaknesses of both tra-

ditions, these composers have found the best of two
musical worlds and their definition of music correspond-
ingly has a broader and more interesting base.

More specifically, what are these composers doing?
At this point it might be advisable to backtrack in time.
The natural growth and development of Japanese in-
digenous music came to a standstill in the 19th century.
From that point on the stress was upon the perfection
of performance within a form considered complete.
Obviously it not possible to continue building on an
art in which the finished state has been reached. So,
today’s composers who are reaching into the past search
primarily for inspiration and musical materials to suit
their new mode of composition.

In no sense is there intention to ape the past. For
the best superficiality is out. Any clever orchestrator can
approximate the sounds of old Japan by using conven-
tional means, but the artist knows that to attain any-
thing artistically significant the essence of the past must
be welded to the technique of the present. And, this
has happened. A new, exciting and truly international
music is being created.

The traditionalists on both sides of the fence will
decry this new approach as the death knell of the past.
but for those who see things with a clearer vision it is
obvious that any music with a big foot in the future
also has a big one firmly planted in the past. Past and
present reinforce one another and give a more solid
footing to any artistic concept.

Toru Takemitsu’s “November Steps” for *‘shaku-
hachi” (vertical bamboo flute), “biwa” (a lute-like instru-
ment), and orchestra has attracted wide interest through
its Victor recording of the Toronto Symphony with the
colorful, Seiji Ozawa at the helm. Nippon Columbia has
recently released “The Music of Minoru Miki,” a 4-
record, $20 album featuring Miki’s compositions as per-
formed by the Ensemble Nipponia. Nippon Columbia
has a series of contemporary Japanese music on record
and Victor in Japan also has an impressive album,
“Contemporary Music for Japanese Traditional Instru-
ments” with the works of many leading composers, in-
cluding Toru Takemitsu, Michio Mamiya, Yasuji
Kiyose, Osamu Shimizu and others. These recordings
plus the concerts add up to one thing. If a composer
can be given a decent hearing he stands an even chance
of being understood.

Can these works get beyond the point of novelty?
Can Japanese music be introduced to the rest of the
world in forms other than “souvenir records?” Yes,
again if we are willing to extend our ears beyond their
usual frequencies. There is a treasure house of con-
temporary music in Japan,

Japanese Record Market-1969

e Continued from page J-3

generator to exploit the market. These fresh methods are expected to be also
employed in Japan in order to solidify and standardize record distribution.

Since there still is an expansive area left unexploited in Japan, it is en-
visioned that a revolutionary sales policy should be established this year for the
purpose of exploiting such a left-out portion of the market.

Music Tapes

Since tapes debuted in the Japanese market in 1966, they have continued a
marvelous development until 1969 when their production doubled that of the
preceding year and shared a little over 20 percent of total production of disks

and tapes.

Cartridges account for about 90 percent of total tape production, and almost
all are for cars. Therefore, they are selling in an entirely different field than
disks, and no competition with disks is seen at the present stage. The advent of
tapes expanded the area where recordings could be utilized.

TAPE PRODUCTION

(In Reels)
Oct. 1967- Oct. 1968- Rate ag't
Category Sept. 1968 Sept. 1969 Prev. Year  Share
Cartridges 4,476,125 9,880,572 221% 91 %
Cassettes 431,647 560,819 130% 5%
EP Cassettes 289,314 3%
Open Reels 159,925 161,068 101% 1%
Total 5,067,696 10,891,773 215% 100%
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Group Think And Face
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e Continued from page J-22

NIHON ONGAKU CHOSAKUKA KUMIAI (JAPAN MUSIC AUTHORS/COMPOSERS
ORGANIZATION)

Nitta Bldg., 8-2-1 Ginza, Chuo-ku, Tokyo

TEL 571-6377

President: Masato Fujita

Established February 2, 1947

Membership. Authors and composers contacted to record manufacturers

NIHON ONGAKU JIGYOSHA KYOKAI (JAPAN MUSIC SPECIALTY ASSOCIATION)
Naka Ginza Bldg., 8-11-9 Ginza, Chuo-ku, Tokyo
TEL: 572-2671
President: Shin Watanabe
Established March 1963
Membership: Promotion and publicity officers of record manufacturers
and production companies

NIHON AUDIO KYOKAI (JAPAN AUDIO ASSOCIATION)
1-2-11 Kamjuma, Setagaya-ku, Tokyo
TEL: 424-1968
President: Kenzo Nakajima
Established 1952
Membership: Audio hardware manufacturers

ELECTRONIC INDUSTRIES ASSOCIATION OF JAPAN
Tosho Bldg., 3-14 Marunouchi, Chiyoda-ku, Tokyo
TEL: 211-2765
President: Masao Tsuchiya
Established 1968
Membership: Japanese electronic manufacturers

YAMAHA MUSIC FOUNDATION
Suyama Bldg., 1-1 Minami Ebisu, Shibuya-ku, Tokyo
TEL: 719-3101
President: Genichi Kawakami
Established September 8, 1966 .
Membership: Yamaha instrument refailers. A public-service organization
for music education and research

NIHON HOSO SAKKA KYOKAI (JAPAN BROADCASTING WRITERS ASSOCIATION}
Dentsy Bldg., 6-5-1 Ginza, Chuo-ku, Tokyo
TEL: 571-0278
President: Harube Ima
Established March 1, 1966
Membership: TV and radio writers, animators, etfc.

NIIgON HOSO GEINOKA KYOKA) (JAPAN BROADCASTING TALENT ASSOCIA-
TION

Dentsu Bldg., 6-5-1 Ginza, Chuo-ku, Tokyo

TEL: 572-1920

President: Toshio Fukuhara

Established September 1963

Membership: Actors and other talent, radio and TV

NIHON SAKKYOKUKA KYQKA! (JAPAN COMPOSERS ASSOCIATION)
Dentsu Bldg., 6-5-1 Ginza, Shuo-ku, Tokyo
TEL: 5714523
President: Masao Koga
Established 1957
Membership: Composers contracted to record manufacturers

NIHON KASHU KYOKAI (JAPAN SINGERS ASSOCIATION)
Seio Bldg., 2-2-18 Ginza, Chuo-ku, Tokyo
TEL: 562-3966
President: Taro Shoji
Established 1963
Membership: Singers under contract to record manufacturers

ONGAKU SHIPPITSUSHA KYOKAI (Music Critics Association)
Maruyama Bidg., 3-25 likura, Azabu, Minato-ku, Tokyo
TEL: 585-3481
President: Kemmi Masuzawa
Established October 1966
Membership: Critics and writers in the fields of classical and popular
music and in the audio hardware fields.

OSAKA INTERNATIONAL FESTIVAL ASSOCIATION, TOKYO BRANCH
6-6-7 Ginza, Chuo-ku, Tokyo
TEL: 571-1136
President: Michi Murayama
Established 1958
Membership: Civic association for classical music

All Appeal Radio
= = =]
e Continued from page J-40

after newspapers, television and magazines. From the
viewpoint of the growth rate, radio commercials ranked
the first, growing by 125 percent over the previous year.
Newspapers ranked second, increasing by 120 per-
cent from 1968.

As regards the prices of radio commercials, JOLF,
which was the most widely heard radio station in the
Tokyo area during the past six years, charges 45,000.
yen for a 20-second spot during the prime time and
12,000 yen for a 20-second spot during less important
hours—the cheapest of all.

Radio listeners of the 15-25-year-old bracket are
the biggest in the number as compared with listeners
of other age brackets. Young listeners thus occupy the
most vital factor as far as the sale of discs is concerned
in the Tokyo area. When records of Japanese popular
songs are marketed, television without doubt has a
great influence, but radio broadcast is the most effective
when records of songs and music by foreign artists are
sold. Radio broadcast ranks first with an overwhelm-
ing margin as the direct motive for Japanese rock ’'n’
roll and pops fans to buy such discs. Therefore, disc
manufacturers are the best clients for radio stations
here as they pay big money to buy ‘‘spot” commer-
cials for their discs.

Since two or three years ago, the so-called midnight
radio programs, which are sent to the air from midnight
till morning by local private radio stations, have become
extremely popular, thus paving the way for the succes-
sive births of popular disc jockeys or air personalities
under an exclusive contract with respective stations.
Among such air personalities who enjoy nationwide
popularity are: Tetsu Imani (JOLF); Akinobu Kame-
buchi (JOLF); Yashuhiro Saito (JOLF); Masaru Doi
(JOQR); Nachi Nozawa (TBS) and Miss Mariko
Ohmura (TBS).

Editorial assistance for the section: Kats Abe, Tsuneo Sato,
creative department Japan Commodity Center.
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VIDEOTAPE

Into the VTR Age

By NOVORU SATO
Video Enterprises Dept. Pony KK

With almost no forewarning, Japan finds itself deep
into the age of videotape recording as the 1970’s get
underway. There is, understandably, a considerable
amount of confusion and uncertainty to be found
within Japan’s huge electronics industry, but week by
week it is being unscrambled and we are beginning to
see exciting, encouraging patterns developing.

The nation’s electric appliance makers are devoting
their best efforts toward developing VTR hardware,
products which they believe will become potent mer-
chandise in the post-color TV cra. Makers of video
software, too, have entered—one after another—the
race to produce VTR hardware.

People here have little doubt about the possibilities
of this (VTR) industry for growth. Today the newly
rising industry has become the object of public atten-
tion not only in Japan but worldwide. VTR’s of many
different configurations are now available and more
are being developed.

The following four VTR formulae are being used
worldwide and are the most prominent: The Japanese
VTR; CBS (U.S.) EVR; RCA (U.S.) SV, and the Video-
disk of West Germany.

Speaking of VTR sales, the market, according to
the industry’s schedule, is deveioping into a mass con-
sumer market as follows: Standardization of mono-
chrome VTR magnetic tape formula, October 1969;
standardization of color VTR toward the end of this
year; introduction of endless cartridge types by Toshiba
and Ampex in July, 1971; marketing of 3% inch cas-
settes by Sony in the fall of 1971.

The CBS EVR system is a film-type system and has
only recently been introduced to the U.S. and European
market. In Japan the same type of VTR, it is said, will
be marketed in color in mid-1972. By that time, a film
processing plan is expected to be completed in Japan.

The SV (RCA), a system using laser beams and
vinyl film base, is scheduled to be perfected by the end
of 1972. The Videodisk system follows the patterns of
audio disks, is monochrome only in the version made
public in June this year in West Germany, but may offer
color if a scheduled color demonstration scheduled for
the spring of 1971 is approved by the developers. The
disk system is scheduled for the commercial market
early in 1972.

It looks as though 1972 will be the year in which
most of the systems become available to the public on
a commercial basis. It is difficult at this point to predict
just which system will be the victor in the VTR race,
but Japanese manufacturers are working closely with
their overseas partners in trying to perfect each system
as fast as possible.

500,000 Million Yen

Mr. lIshida, president of Pony Co., Ltd., originator
of the musictape industry in Japan and a leader in the
VTR race, has said: “The VTR industry will grow to
be worth 500,000 million yen ($1,389,000,000) within
a decade.”

Ishida’s statement was based on the fact that
Japan's audio disk industry this year grossed well over
60,000 million yen ($167,000,000) based on deliveries
from manufacturers, and the musictape industry grossed
about 30,000 million yen ($83,000,000) on deliveries,
bringing to nearly 100,000 million yen ($278,000,000)
the total audio recording sales. Projections indicate that
this figure will reach 200,000 million yen ($556,000,-
000) in five years and 400,000 million yen ($1,111,-
000,000) in 10 years.

The U.S. audio recording totals have already topped
the $,50 million mark—just over 500,000 million yen.
Needless to say, such a difference is mainly due to the
difference in population. But when the existing differ-
ence in income is considered, the comparison is even
stronger.

The official rate of exchange is 360 yen to $1. But
the buying power of yen at home is closer to 200 yen
to $1 (some say even less yen is required for the buying
power of $1).

Supposing that the annual turnover of Japan’'s audio
recording industry will reach 400,000 million yen
($1,111,000,000) in 10 years, it is not unreasonable at
all to predict that the nation's VTR industry, which
produces various software beyond simple music, will
grow even larger. Pony's Ishida himself views that the
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combined software industry in the publishing, audio and
video fields will gross 1,500,000 million yen ($4,167,-
000,000) in 10 years.

The ever-growing VTR industry in Japan has had
an influence upon at least five other businesses—broad-
casting, motion pictures, publishing, disk recordings and
newspapers. These five industries, systematically, have
set about establishing new corporations—mostly from
the beginning of 1970—through which they can par-
ticipate in the VTR business.

Examples of some of these new companies are Pony
Pak, Inc., Nippon Eizo Shuppan, Audio & Video,
Video Pak Japan and Toei Video. Of these new compa-
nies, Pony—already a leader in the musictape field—is
the most likely to establish a lead in VTR software.
Pony is related to Sankei Shimbun (newspaper publish-
ing), Fuji Television, Japan Radio Broadcasting Co.,
Canyon Records and others.

Pony marketed 17 different kinds of full-fledged
videotape recorded software on July 1, 1970. Since
then Pony has placed 10 new items on the market each
month, with the intention of bringing its catalog to
100 by the end of this year, 200 by June 1972, and at
least 300 by the end of 1972.

This software covers various fields: motion pictures,
documentary films, educational films, sightseeing films,
cultural films, sports films such as on golf, skiing, bowl-
ing and archery, films on cooking, beauty culture and
dancing, popular songs, dramatic and musical entertain-
ments, stage productions, famous juvenile stories from
around the world, cartoons, medical films, “pink mood”
films, fine arts and others.

In addition to those films for public entertainment
and/or instruction, Pony plans to market films spe-
cially produced for business firms (such as sales train-
ing, etc.) and for the public and/or private school
systems.

Sales Networks

There are at present some seven trade and commer-
cial outlets for sales of VTR software—department
stores, shopping centers, bookstores, record shops,
musictape specialist stores, electric appliance retailers,
music shops, broadcasting companies and their subsid-
iaries businesses, and motion picture exhibitors.

Specialized packaging in the VTR software field is
an area for careful thought and Pony and others are
giving the problem full consideration. Books, charts and
illustrations are included in packages for the educa-
tional-instructional software, for instance.

As the size of the VTR software market is still
relatively small, retail prices are not yet geared to a
mass audience. Under such circumstances, a 30-minute
color VTR tape is sold at around 30,000 yen ($83.40)
and a 60-minute color at 50,000 yen ($140). Prices are
certain to come down as the scale of the business
increases.

No complete figures are yet available on sales of
VTR software, but here are some rough estimates:

In and before 1969, when there was no standard-
ized size, somewhere between 15,000 and 20,000 sets
were sold. So far in 1970 an additional 15,000 to
20,000 sets have been sold. This means, of course, that
the standardization resulted in a heavy increase in sales
over a short period.

The industry hopefully estimates the sales volume
during 1971 to be 60,000 to 70,000 sets or four times
the 1970 figure, mostly in color, as a consequence of
the standardization of the specification for color VTR
and development of cartridge type VTR.

The VTR industry of Japan entered the limelight at
the outset of the 1970s. VTR, as a powerful post-color
TV consumer item, is very much the concern of all of
Japan's large electronic industry. The nation’s electric
appliance makers, without exception, have seriously
tackled the problems of production and marketing, of
fixing a standard for hard and software, of developing
and marketing cassette and cartridge types, etc.

The country’s software makers, too, plan to act in
close cooperation with the hardware makers. With the
broadcasting-related companies in the lead, all software
makers are planning to expand their production of
software enormously from the beginning of next year.

Therefore, we estimated that, within two years,
Japan will be very much into the “VTR age.”
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JASRAC

is the sole organization in Japan
that is devoted to administering
music of Japan and the world.

*

JASRAC

Your Friend and Guide in the
Music World.

*

the Japanese Society of Rights of
Authors and Composers.

president: Keizo Horiuchi

chairman of the board:
Yoshikazu Kasuga

*

JASRAC HOUSE
7-13, 1-CHOME NISHISHIMBASHI, MINATO-KU,
TOKYO

TELEPHONE: (502) 655
CABLE ADDRESS: JASRAC TOKYO
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KUNIHIKO MURAI, president, Alfa Music Ltd.

THE INDEPENDENTS

Breaking Down The Traditions

There is no radio or television station in Tokyo or
Osaka that does not have its own music publishing
wing.

Further. there have been only a few hits on the
Japanese charts which have been produced by someone
not -totally bound and obligated to a record manufac-
turing company.

But as the “revolution™ in the Japanese music mar-
ket continues to ferment. independent music publishers
and freelance or short-term contracted record producers
are beginning to make significant dents in the traditional
tframework of the industry here.

The independent music publisher and/or producer
in Japan is helping to break the stranglehold tradi-
tionalism has on the industry, but this doesn’t mean he
is always a roughshod rebel. Some highly respected and
creative people in the business have dared to insist
upon and get more freedom. and even some of the
more conservative record manufacturers and broad-
casters have had to admit that the results have pointed
the way toward a better product and healthier industry.

The process of turning out songs is totally different
in Japan than, say. the U.S. Approximately 90 percent
of the songs newly recorded for single release here are
tailor-made. And it is not the independent publisher who
cuts the pattern but the a&r man of the record manu-
tacturer. The “free” songsmith is the one to follow it
to the last stitch. Many composers and lyricists, there-
tore. do not have the freedom they want despite the
fact that they can—if thev prove to be adept at deliver-
ing pre-programmed ideas—find regular freelance work
with the record manutacturers.

Masaharu Honio, chief of a&r at Nippon Phono-
gram, explains that the control the record manufac-
turers exercise over the writers is preferable to having
to gather songs one by one from diverse publishers to
end up with perhaps one gem in a barrel of trash. It
also is preferable for the artists under contract to the
record manufacturers in that thev can insist that the
material they are given to record is “suitable™ to their
talents.

The songwriter is being forced into a situation
wherein he can operate with success only as an inde-
pendent who can deal with any music publisher. In the
majority of cases. that music publisher turns out to be
one under the control of a record manufacturer and in
many—not all-—cases this means that his creative
freedom is impaired,

Another a&r man said to me: “Music publishers are
troublesome.”™ (He was referring to the independent
publishers.) “All they do is claim ‘rights, rights, rights.'
Does any one of them realize just where he fits into the
overall record industry here?”

A recent trend of the business in the U.S. is for a
music publisher to make a demonstration record of
his material and that the demo packages are becoming
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By MASANOBU ARAYA
Good Music, Tokyo

more and more elaborate. We also hear of certain
songwriters who are able to have as much as 50 percent
of their creations recorded. This kind of news could
never originate from Japap. given the current state
of the business here.

While the independent music publisher in Japan
who does have a few writers in its exclusive stable
breaks his back trying to help them grow. the record
manufacturers continue to turn instead to “free” song
writers. attracting them by saying that—since thev have
a vested interest in sclling the record——the writer's
efforts will receive much mare attention,

This is one of the factors one should keep in mind
when looking at the membership situation of JASRAC
(Japan Society of Rights of Authors and Composers).
That organization lists only 159 music publishers as
members (as of May 1. 1970) while it has nearly 3.900
other members.

In the normal sense of the word. Japan's music
publishing business started only a decade ago. Appear-
ing on the scene then were companies who acted as
sub-publishers of foreign, mostly American, songs.

It is usually conceded that Shoo Kusano of Shinko
Music was the first to recagnize the existence as well as
importance of music publishing from his experience as
a music magazine editor. He became one of the first
successful sub-publishers.

Kusano recalls, “Those days. Mrs. George Thomas
Folster and her office were the sole agents for foreign
compositions in Japan. I wanted to publish a song, and
as a start concluded a sub-publishing agreement with
Central Song. "And So to Sleep Again.” recorded by
Patti Page. and three other songs were among the first
Even JASRAC was not co-operative then. They were
not willing to get the songs registered and I had a
hard time with them.”

Kusano has attained the No. | spot in the sub-pub-
lishing business in Japan today. In addition to Shinko
Music. he now also runs Essex Music of Japan which
is a joint venture with Howie Richmond.

Watanabe Productions

As the number of songs Kusano sub-published in-
creased, he needed more and more artists who could
cut a local on them. Then, Mrs. Misa Watanabe came
into the picture. accompanied by the huge talent roster
of Watanabe Productions. the giants of Japan.

She, together with Kusano and others, began record-
ing foreign hits with her artists and gradually expanded
into the publishing field. Watanabe Music, headed bv
this chic lady. has published over 1,000 compositions
so far. It is reported that Watanabe makes more money
than any other publisher in Japan.

Most recent trends in the Japanese music publishing
scene are to be found in the broadcasting field. The
big radio and TV networhs of Japan are emerging as
owners of music copyrights. Most have formed sub-
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sidiary music publishing companies and make full use
of their promoting power in getting their product across
to the public. As I mentioned. there is no radio or TV
station in either of Japan's two largest metropolitan
areas— Tokyo or Osauka—that does not have its own
publishing division.

Ichiro Asazuma of Pacific Music. a subsidiary of
Nippon Hoso (JOLEF-AM)_ says, “We do not rely on our
parent radio connections as much as we could. We sub-
publish u tot and are in the process of forming our own
catalog with our own writers.” Other publishers in this
category—Central Music, Fuji Telecasting Music and
Osaka Music Publishing, to name a few—think along
the same lines. Their growth rate is fantastically rapid.

There is no reason a music publisher who is able
to produce songs and put them on the market— just as
a record company selis records and artist management
tirm handles talent—cannot exist. A few independent
songwriters have realized this fact in the last few vears
and have formed their own publishing companics. We
are still in the growing stage and are not yet a strong
power. although the record industry is beginning to
take notice of this trend. It will just be a matter of
time that such concepts as “catalog™ and “exclusive™
in the music publishing business will come into common
use as in other countries.

Shinko Music

In the field of independent record production, a
few individuals have distinguished themselves, blazing
the trail for others to follow.

The pathfinder in this case too was Shoo Kusano
of Shinko Music. Several years after entering the pub-
lishing field he began independent production and in
the first veur produced twelve singles for Philips in
Japan. Not surprisingly. eight of the 12 hit the charts.

Manv music publishers have followed Shinko's lead
and lately even artist management firms are packaging
finished prcducts. using their own artists.

Another leader in independent production is the
phenomenal Kunihiko Murai, head of Alfa Music. A
noted songwriter for years, Murai started life in July
1969 as a multifaceted organization dealing in pub-
lishing. promotion for artists and recordings, and in-
dependent record production,

His experience as one of Japan's most consistent
hit writers and arrangers has convinced him of the im-
portance of an identifiable “sound”—as achieved
through the techniques of overall production. Alfa has
signed with the Liberty label (Toshiba) to produce rec-
ords by Alfa-represented artists such as Suma no Arashi,
The Red Birds. Hiro Yanagida, etc. Liberty reports that
highly encouraging results have already been achiceved:
sales continue to grow and the “Kunihiko Murai sound™
is spreading.

It he succeeds, the 26-year-old Murai will be the
first full-NMedged independent record producer in Japan.
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TAPE

The Tape Market in Japan

It was only a century ago that
the great Thomas Alva Edison
(1847-1931) surprised the world
with his new invention—the
phonograph or, as some called
it, “The Devil's Machine.”

Since then there has been a
radical change in the form—
cylinder to disk—and the qual-
ity of fidelity. Nevertheless,
mankind has continued to fol-
low Edison’s concept of making
use of the mechanical vibrations

of a needle point moving in a
groove.

The century-long, brilliant
history of the phonograph may
be divided into four stages—the
cylinder age, the SP age, LP age
and the stereo age. Each stage
conferred increasing benefits on
more people than before, but [
feel that this glorious history
will come to an end in 20 to 25
years from now. The advent of
a new history evidently was wit-
nessed or felt in 1964 when
Philips of Holland introduced
the cassette formula.

In giving thought to the vari-
ous merits and the future possi-
bilities of the cassette. I cannot
help coming to the inevitable
conclusion that disk recordings
will be completely replaced by
cassettes in less than a quarter-
century from today when the
younger generation will take
over the world. Thus the glori-
ous history of the disk will be
ended.

[t might have been this writer
who, ahead of others in Japan,
predicted an inevitable shift
from disks to cassettes in this
market. In fact, the tendency of
adopting the cassette in Japan
has been conspicuous in recent
years and more and more peo-
ple who once ridiculed my pre-
diction began to admit the
inevitability of switching to cas-
settes. Such may be a world-
wide trend at present. But unless
one understands this very con-
spicuous tendency occurring in
Japan at the present, it is diffi-
cult for him to be able to per-
fectly comprehend the true
aspect of the tape market in this
country.

At present there are three
kinds of music tapes that form
the main current of the trade in
this country. They are the open-
reel 4-track tape, cassette, and
cartridge.

The open-reel 4-track tape
was first marketed in 1965. This
was followed by all conven-
tional disk manufacturing com-
panies and a few music tape
manufacturers. Around the time
when 4-track tapes were first
marketed, people frequently used
the words “advent of the tape
age,” but the 4-track formula
failed to bring about the real
tape age. Today only five man-
ufacturers—King Records, To-
shiba Musical Industries, Nip-
pon Grammophon, CBS/Sony
and Nippon Phonogram—place
in the market several trifling
tapes of this type each month.
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In checking the list of new tapes
marketed in October this year,
it is noted that only 12 tapes of
popular music and songs and 17
tapes of classical ones—repre-
senting only 7 percent of all
music tapes marketed in Japan
in the same month—were intro-
duced in this category.

The similar percentage for

By AKIRA MITSUI
Mace Corp.

October 1969 or a year ago was
16 percent comprising 20 tapes
of popular music and 22 tapes
of classical music. Taking into
consideration the fact that the
absolute quantity of the “tape
population” markedly increased
during the past one year, it is
reasonable to conclude that the
quantitative demands of 4-track

tapes show no marked fluctua-
tions and the 4-track tapes are
being accepted as desirous only
by the minority “hi fi maniacs.”

It was in 1965 when 8-track
cartridges were first marketed
in Japan. The manufacturers’
publicity campaigns for 8-track
cartridges were successful for
the “home use” purpose and

thus this type of tape rose stead-
ily to attain a leading position in
the car stereo age. During Octo-
ber this year an amazing total
of 184 tapes of popular music
and 23 tapes of classical music
(or 48 percent of all musical
tapes marketed) were introduced,
compared with 139 popular mu-

(Continued on page J-46)
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sical tapes (or 54 percent of the
total marketed) in the same
month of last year. Although the
total percentage was slightly
lowered in a year's time, onc can
realize that the demand in-
creased sharply during the pe-
riod, if the increase in the
absolute quantity is taken into
consideration. The cartridges are
energetically produced and mar-
keted by such record manufac-
turers as King Record, Crown
Record; Nippon Columbia Co..
Ltd.; CBS/Sony, Teichiku Rec-
ord, Toshiba Musical Indus-
tries; Nippon Victor Co., l.td;
Nippon Grammophon Co., L.td.:
Nippon Phonogram, Minoru-

The Tﬂpe M(II'kE'l' il'l Jupun e Continued from page J-45

phon and also tape manufactur-
ing companies including Apol-
lon, Pony, TBS, Clarion, Nik-
katsu, Meccca, Echo and others
which are operated against the
backdrop of the abundant orig-
inal recordings of the nation’s
private broadcast companics.

It was in 1966 when the
country’s first musicassette tapc
was marketed. Because this type
of tape was introduced later than
the cartridge type tapes, rapid
penetration into the car stereo
market was difficult. However,
this type is stcadily getting pop-
ular for home use instead of car
use.

Increase in the sale of the cas-

sette type tapes is quite remark-
able. The marketed quantities
for October this year rose to 46
percent of the total, comprising
166 kinds for popular music and
32 kinds for the classic. Such
sharp increase is quite note-
worthy.

In October last year music
tapes were marketed. but the
number rose to 434 in October
this year, thus approaching to
the level of disks marketed dur-
ing the same month (499 LP’s).

The strata of music lovers for
the three above-mentioned tape
types is quite distinct. The
4-track tapes are appreciated by
the “hi fi maniacs,” the cartridge

type by car users and the cas-
sette type by those who wish to
use them for home use in place
of conventional disk records.
The print quality of Japanese
tapes improves year after year.
In particular, spccial tapes
printed directly from the original
tapes on tapes produced by West
Germany's BASF and those
printed on Fuji Film's superb
tapes under the same method by
Mace Corporation, are among
the most favorable to Japanese

hi fi maniacs. Toyodo's music .

tapes are printed by Nippon
Victor Co.. Ltd., while Mace
Corporation itself prints its own
tapes. Introduction of these spe-
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cial tapes greatly contributed to
the improvement of the print
quality of other manufacturers.

It was for the cassette type
tapes that the print quality
showed the most remarkable
improvement. Although musicas-
sette tapes are produced and
marketed by all the afore-
mentioned cartridge makers, it
is no ecxaggeration to determine
that there is all the difference
in the world between those mar-
keted earlier and those recently
produced as far as the print
quality is concerned. Such rapid
development is due to the con-
tinuous improvement of the
printing facilities, the quality of
the tape and the printing tech-
nique. When they were first
marketed, the cassette type tapes
were subjected to bitter criti-
cism among the nation’s hi fi
music lovers. But today the cas-
sctte type tapes are accepted
favorably.

Because the cartridge type
tapes are produced principally
for the use in cars and to pro-
duce the most effective quality
tone inside narrow vehicles by
more or less manipulating the
quality tone at the time of print-
ing. slightly unnatural sound is
almost inevitable. Therefore. the
cartridge type tapes are very
seldom used for the home use
purpose, although some hotels
and restaurants use them for
background music.

The cartridge type tapes are
mainly for car use at present.
But for the future there will be
a fair chance of the car user’s
interest switching from the car-
tridge type to the cassette tvpe
tapes if a cassette player is
equipped with\automatic reverse
or automatic ¢l:anging devices.
In fact TEAC recently marketed
an automatic-reverse type cas-
sette player, and this may pave
the way for penctration into the
car stereo field.

Now let’s turn our attention
to the problems of the hardware
of the tapes. At present most
electric home appliance makers
are marketing 4-track tape decks
using open reels in addition to
such stereo makers as TEAC
and Akai. The electric home ap-
pliance makers referred to
include Matsushita (National
brand), Toshiba, Hitachi, Nip-
pon Victor. Nippon Colum-
bia, Sanyo, Aiwa, Sharp (Haya-
kawa), Sony, Standard. Trio,
Pioneer, Mitsubishi and other
well-known manufacturers. The
number of tape decks that can
be found in the market now is
more than 100 kinds and their
market prices range from 20,000
yen to 300,000 yen (356 to $83)
per deck. Each product has its
special features and are so varied
that one is often at a loss which
model should be bought.

According to the statistics on
the national consumption made
public recently by the Prime
Minister’s Office. in 1969, 39
families out of every 100 pos-
sessed tape recorders, including
cassette recorders, as against 16
families out of each 100 in 1964.
The 1969 figure is very much
close to the figure for stereo sets
—42 families out of each 100 in
1969. The figure for 1964 was
27 out of each 100 families.

This shows that the sales pat-
(Continued on page J-48)
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THE OFFICES of NHK-Yoyogi in Tokyo.

YELEVISION

TRUMPET PLAYER Terumasa Hino

TELEVISION MARKET

appearing on TBS-TV in Tokyo.

Pop On TV—Two Edged Sword

The Japanese spend as much
if not more time in front of their
television tubes than the people
of any other industrialized na-
tion in the world. Also. there
are more sets per capita here
than in any country except the
U.S. The Japanese are TV-
minded, to say the least.

Experimental videocasting was
begun in Japan in 1949, four
years after the end of World
War II. And it was not until
the beginning of January, 1953,
that daily service was inaugu-
rated by NHK (Nippon Hoso
Kyokai or the Japan Broadcast
Corp.), a non - commercial,
viewer-supported radio and TV
station network.

The first daily broadcasts
were for four hours a day.

In other words, television in
Japan has a history as short as
17 years.

Color programs. which now
dominate the entire TV pro-
gram range, were actually start-
ed on Dec. 26, 1957, when a
provisional license was given
to NHK and NET (Nippon Ed-
ucational Television Network).
Ownership of TV sets rose rap-
idly, too: the number of sets
under contract with NHK ex-
cceded the million mark in May,
1958. (In Japan, any TV set
installed for use by a viewer/
viewers must be registered with
the quasi-government NHK that
collect monthly fees according-
ly. Cost per ycar per color sct
averages 3,000 yen or about
$8.34))

The ten-million mark was

tern has expanded from high-
income families to the middle-
class income houscholds — a
marked trend as far as con-
sumption of tape recorders, in-
cluding cassettc recorders, is
concerned. If the same rate of
increase is maintained, every
family in Japan would possess a
tape recorder or cassette re-
corder in 1982. The tape re-
corder would reach the level of
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rcached four years later. in

1962. In other words, it in-
creased by ten times in only
four years. This fact clearly
shows how rapidly the TV cul-
ture has spread in Japan. At
present NHK network covers
well over 95 percent of the
whole country. As it stands. it
would be impossible to discuss
today’s Japan without giving
thought to the influence of TV.

What, then, sort of programs
do we have in Japan today?
There must be hardly any dif-
ference from U.S. ones. News.
variety shows, TV dramas and
films.

But there is at lcast one genre
in which Japan must be quite
different from other countries—
pop music programs. Most of
Japan’s pop music programs for
TV are composed chiefly of the
current hits. Programs like “Fd
Sullivan Show™ and other types
of “one-man™ shows—a show
centered around once singer—are
very rare here. in fact, almost
non-existent. There used to be
some such shows but none
gained enough viewer support
to satisfy the sponsors. As a
result they were all short-lived.

Today Japanese TV pop mu-
sic programs can be divided
roughly into three types: varicty
shows such as NTV's “Soap-
Bubble  Holiday.”  programs
formed around the current hit
songs like TBS's “Pop Song
Grand-Prix.”” and Fuji TV
“Hit Song Flash-Board.” and a
mixture of these two types—

By TSUTOMU ITOH

shows centered around hits but
also including variety-show ele-
ments. The last type is seen in
Fuji's “Hit Studio of the Night”
and the “Festival of Songs™ by
NHK.

Moreover, they start at 8
p.m. Thus, during the 8-9 time
slot, a "hit song show” type
program is always seen on one
of the six stations.

These kind of programs natu-
rallv aid record sales and are
vitally important. So the demand
to appear on these programs is
considerable from artists, record
companies, production compa-
nies, etc.

The performance fees for the
singers are incredibly low. All
the commercial TV stations—
that is, excluding NHK—hold
a meeting once a year on the
guarantees for talents, Guar-
antees are decided not by in-
dividual stations independently.
but by all of them at this meet-
ing. where they rcach an ac-
cord on the year's common
guarantees for various kinds of
talents. For instance an artist
in his first year will get. in most
cases, no more than 3.000 ven
/$8.34) apiece from a TV sta-
tion. And this is true even for
1 new star singer with a number
of hits made shortly after his
first appecarance with records
cnjoying big sales and who. as
a result, may be getting 500.000
ven ($1.400) per performance.
Also very few singers could get
more than 100.000 yen ($280)
a song even with a long carcer
and noteworthy achievements.

So far no firm demand has

been raised by talent manage-

ment for revision of the present
almost unreasonably low guar-
antees. The reason is that the
talent management regards per-
formances on TV as public re-
lations and promotion.

To put it another way. the
fact that performing on TV it-
self makes for good PR for the
singer means that not performing
on TV affects the singer ad-
versely in terms of PR. All the
TV programs are re-examined
every thrce months to see if
they should be continued or
revised. This period of time is
called a “cours”™ and TV pro-
ducers always think of the pro-
grams in terms of this unit,

The hit-oriented type of pop
music programs showed a con-
siderably high viewers' rate (ap-
proximately 20 percent at the
beginning. But the past vear or
two, the figure has been steadily
going down, probably showing
people have begun to feel tired
of these shows in which no
elaborate or original, unique ef-
forts arc found but only one hit
song after another. Faced with
the concrete fact—the sag of the
viewers' rate—staffs of the TV
stations have finally revised the
programs.

I stated carlier that the pres-
ent hit-songs-oriented programs
are a double-edged sword for
the singer, production and rec-
ord company. It is quite true
in the matter of producing and
maintaining a ‘‘hit.” Especiallv
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the present demand for electric
washing machines and refriger
ators in 10-odd years.

Another statistic compiled by

Electronic Industrial Associa-
tion: the average monthly pro-
duction from January to August
this year topped the 1,100,000
mark, an incrcase of 31 percent
over the same period of 1969.

Recently the quadrosonic tape

JAPAN — A BILLBOARD SPECIAL REPORT

entered into the limelight. The
direct impetus to the audio
world of Japan in this respect
was the importing from the U.S.
of open-reel 4-channel tapes
marketed by Vanguard Corpora-
tion. At present four models of
the 4-channel tape decks are
placed on the market by Sony
and Nippon Victor. Very soon
TEAC. Sanyo, Nippon Colum-
bia, Matsushita (National brand),

Pioneer and Marlax are expected
to join in the race with their
own products. On the other
hand, King Records Co., Ltd.. is
marketing  Vanguard-made 4-
channel tapes, while Nippon Vie-
tor, King Record, and CBS/
Sony also market 20-odd tapes
of their own, recorded in Jupan.
The sale of 4-channel sterco sets
is still in the initial stages and
there is no conspicuous move-

for an upcoming singer, a
chance to perform on TV is
indeed a highly competitive
“narrow gate™” that leads to hit
numbers. Therefore getting TV
chances cannot be neglected in
promoting a new song. Rather,
it should be the center of the
promotion tactics. But on the
other hand a singer has to begin
working for substance — reve-
nues—only at the point when his
hit has lost popularity.

Since all the stations present
some sort of hit song programs,
the singers who sing the hits of
the time as a result have to make
trips Monday-Fridav to the TV
stations in Tokyo, onc on one
day. This is made possible by
the system in which this Kind
of show is produced—video-
taped or videocast live in one
day. The system of going to the
TV studios every day deprives the
singer of the time to go on the
road in order to get substantial
revenue. This naturally means
he has almost no income during
the PR period.

As has been described. in
Japan record pop singers and
the TV stations have managed
to live by depending on each
other—singers, for the sake of
effective PR, and the TV sta-
tions, in order to keep low their
production costs. But such a sit-
uvation will not continue for
long, 1 belicve. As a matter of
fact. on one side—sales of rec-
ords—the sales of singles have
been dropping. and the gap has
been filled by the upward trend
toward LPs.

ment worthy of note. I think it
is difficult for the 4-channel
stereo to penetrate widely into
the minds of the country's music
lovers quickly unless a cassette
formula is adopted. Although
Nippon Victor has developed its
own 4-channel stereo using disks,
few people consider that the
Nippon Victor formula would
be accepted as one of the inter-
national standard methods.
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TAPE SCENE

Rapid Development —
Japan’s Tape Industry

By AKIRA MITSUI

In Japan, the magnetic sound recording tape indus-
try has continued to develop beautifully over the last
several years. In 1969, tape production totaled
10,000,000,000 yen (approximately $27.8 million),
some three-and-a-half times the 1964 figure. Production
for this year will be about 40 percent higher still; about
14,000,000,000 yen or roughly $38.9 million.

It is clear that the rapid development of the indus-
try has benefited from the enlargement of the general
information industry with its developments in com-
puters, etc., as well as upon the expansion and growth
of consumer tape use for musictapes, cassettes and car-
tridges. The availability of hardware at a broad range
of prices “to fit every pocketbook” is not to be ignored
in helping to create a large demand for raw tape and
pre-recorded product.

In connection with this, the Japanese raw tape in-
dustry is in debt to the radio broadcasters of Japan
who constantly program music and allow magazines to
print their schedules in advance. The listener buys blank
tape and records his favorite music. This practice is
increasing rapidly in Japan.

Several years ago, LH (low-noise, high-output) tape
made by BASF in Germany was imported to Japan in
small quantities. Demand for it grew and today there
is virtually a mania for LH product; Japanese makers
are fond of printing “Low-noise, High-output” catch-
phrases on their boxes.

There are five major tape makers in Japan: Sony,
Fuji Film, Hitachi/Maxell, TDK and Columbia. Sony
has the biggest output capacity; its factory estab-
lished in Sendai, north of Tokyo, is being expanded con-
tinuously. It can produce 500,000 7 inch open reels and
2,500,000 cassette (C-60) units per month at present.

TDK also has a new factory and can produce 2,000,-
000 cassette (C-60) per month. They are located in
Nagano Prefecture. TDK has announced plans to ex-
pand its open-reel production capacity.

Fuji Film is known as the major producer of VTR
tape in Japan. They are not yet strong in the audio-tape
field but are expected to bring their extensive film and
tape experience to bear in this market soon.

The quality of audio tape has increased remarkably
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A MAJOR record store in Osaka devotes a large section to
tape.
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in the last few years. The range of selection among
Japan-made product has become quite broad and the
public has begun to get used to the concept of selecting
a quality of tape based on their intended use of same.

The pre-recorded musictape producers of Japan use
Japan-made tape. But, to our regret, the tape used is
not quite of the quality of such imported products as
Scotch, BASF, Agfa, etc. Most studio engineers insist,
still, in having imported products for studio use.

All record manufacturers in Japan market music-
tapes as well. But not all companies have their own
duplicating equipment.

Sony (CBS/Sony), Toshiba, Nippon Victor, Nippon
Columbia, Pony and Apollon do their own duplicating
and that for other companies’ products.

TDK, Fuji Film, Hitachi-Maxell and Sony are tape
makers who specialize in duplication as well; TEAC
and Akai—tape hardware makers—have duplication
facilities; Otari Electric makes duplicating equipment
and offers duplicating services; Chuo Rokuon and Toyo-
kasei specialize in high-quality duplication with the
latest equipment. With the rapid increase of demand
for musictapes, all these are extremely busy at the
moment and most of the tapes produced by the forego-
ing firms are consumed within Japan, leaving little pro-
duction facilities available for tapes for export.

However, in the case of Sony, about 40 percent of
the cassette tapes produced here are exported, mainly
to the U.S.

Cassette tapes are often in short supply in Japan—
both blank tape and pre-recorded. As a result, imported
cassette tapes such as those made by BASF, Agfa and
others are taking their share of the market in Japan.

Nowadays, the most remarkable thing to watch in
the raw tape industry is chrome-dioxide tape. If chrome-
dioxide cassette tapes are mass-produced in Japan in
the near future we can expect the price to come close
to the present type. And if this happens, cassette tape
will surpass open-reel in market share.

There is a general trend in Japan toward the re-
placing of disk recordings with tape. As tape quality
increases and the marketing channels become wider,
this trend should continue.

TAPE IN Tokyo—the tape business is in the middle of
rapid development.

JAPAN — A BILLBOARD SPECIAL REPORT

MUSICTAPES

The Sales Picture

By HIROSHI SASSA,
Dempa Shimbun

Feudal systems die slowly. In Japan, however, the
old lord-serf relationship between a manufacturer and
his retail dealer has changed rapidly in most fields.

While the sales patterns of disc recordings remain
largely in the manufacturer-to-dealer-to-consumer cycle,
the pre-recorded tape industry is forging ahead in creat-
ing new and novel methods of getting the product into
the hands of the users. The following is a brief look
at these methods.

In addition to conventional record stores, musictapes
are being sold at and through an entirely new sales
route—i.e., stores related to the automobile trade. This
is the logical development of the business, as it has been
estimated that over 90 percent of the consumers of
musictapes are car drivers. Sales outlets include filling
stations, drive-ins and auto parts shops, restaurants and
rest stops serving the nationwide express highway sys-
tem and similar points. In addition to these, special
musictape centers have been set up along roads and
highways which carry heavy traffic.

Almost all musictape manufacturers are making full
use of the “automobile route” in their sales pattern, but
the most zealous among them have been Pony and
Apollon Music Industrial Corp. Both companies, divid-
ing the national market into several districts, have estab-
lished separate sales companies, such as Kanto Pony
(serving the Tokyo-Yokohama metropolitan area),
Chugoku Pony, Hokkaido Pony, Kanto Apollon, Kansai
Apolion (serving the Kyoto-Osaka-Kobe area) and
Kyushu Apollon. These sales companies service the
established record/musical instrument retail outlets as
well as the special automobile route outlets.

It is usually the case that an exclusive agencyship
is granted to selectee wholesale dealers. Examples of
these are Asia Vision in Tokyo, Iwai Kogyo in Nagoya
and Hishiwa Shoko in Osaka.

In selecting their regional exclusive wholesale deal-
ers, due consideration is made so that there is no un-
merited competition between the wholesaler dealer and
the tape manufacturer’s own sales companies.

Record (disc) manufacturers such as Nippon Victor,
Nippon Columbia, Toshiba Musical Industries and King
Records also make use of these wholesale dealers in
their efforts to increase the sale of their products.

Shops selling musictapes are estimated to total 5,000
to 6,000 musical instrument/record shops and approxi-
mately 20,000 “automobile route” stops.

Sales Promotion

Each tape manufacturer spends some 10 percent
or so of his total proceeds on necessary sales promotion
and publicity. Although sales promotion efforts should
be made in four different categories—consumers, retail
shops, employees of tape retail shops and the tape
manufacturers’ own salesmen—it is usually the case
that emphasis is placed on the efforts toward consumers
and/or tape retail shops.

In the course of sales promotion, campaigns directed
to consumers often feature gifts, premiums and other
sorts of give-aways, sometimes including contests in
which all-expense-paid overseas trips are offered as
prizes. Campaigns directed to retail dealers also feature
contests and the like, as well as certain commission
contests which bring in cash awards to the winners.

For publicity purposes, tape manufacturers make
use of television, radio, newspapers and the many
monthly and/or weekly magazines, providing publicity
material to the editors as well as supporting the media
with advertising. Those media which are aimed at the
youth market are the most important as Japanese under
30 years of age are by far the biggest portion of tape
consumers. In addition, trade newspapers in the music/
record/ tape field such as “Music Labo,™ *“Record Month-
ly” and others are used to help stimulate interest in new
products within the industry.

Musictape manufacturers often give away tape
accessories as sales incentives. Consumers are often
surprised and pleased to receive such gifts. In special
campaigns, tape dealers have been known to offer
premiums of car stereo units, home units, cassette
recorder/players and other audio hardware.

Other premiums include special musictapes (not
for sale), posters of famous stars (especially in the
(Continued on page J-50
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e Continued from page J-49

rock/pops fields), ball-point pens and the like. Toshipa
made an impressive showing with the elaborate series
of giveaways and premiums it offered during its recent
10th Anniversary celebration month. During this special
sales campaign, Toshiba invited 10 persons to take part
in tours of Europe—free of charge—and presented
color TVs, tape recorders and other gifts to holders
of winning tickets of retail-store door-prize contests.

Returned Tapes

Manufacturers of pre-recorded tape products accept
up to 5 percent returns on unsold goods. There are
slight differences in the percentages from company to
company, but the 5 percent rule is generally adhered
to. The smaller shops stock between 50 to 100 tapes
at a time (units, not titles). The average shop, how-
ever, carries 500 to 600 units at all times. The reason
stocks are kept low is attributable to the high turnover
in the stock. Music/record stores usually stock from
300 to 600 units. Record and pre-recorded tape man-
facturers are studying ways to make use of returned
tapes.

Manufacturers

Pre-recorded tape manufacturers in Japan include:
Nippon Victor Co., Ltd.; Pony; Apollon Musical In-
dustries Corp.; Nippon Columbia Co., Ltd.; Toshiba
Musical Industries; King Record Co., Ltd.; Teichiku
Record Co., Ltd.; CBS/Sony Record Co., Ltd.; Nippon
Crown Records; Nippon Grammophon Co., Ltd;
Minoruphon Musical Industries; Nippon Phonogram;
Keibunsha; TBS Service; Mecca Records Co., Ltd.;
Pack; Nikkatsu; Nippon Ongaku Kogyo KK; Embran;
Asahi Music Service, etc.

Wholesalers of pre-recorded tapes in Japan include:

Automobile route specialists: Asia Vision; Iwai
Kogyo KK; Hishiwa Shoko KK; Koshida Shoko KK;
Orient Tape; Nichiyu Sangyo KK; Asahi Music Service;
Hinomaru Sangyo KK: Chuhatsu Hanbai KK; Nankai
Denki KK: Meiji Sangyo KK; Hirose Sangyo KK, etc.

Record-instrument shop specialists: Seikodo KK;
Lucky Shokai KK; Nippon Tape Hanbai KK; Toyodo
KK; etc.

When Nippon Grammophon
PP P
presents her repertoire

your library can be completed

on the international scale

S. Nishida Y. Sugawara

e NIPPON GRAMMOPHON CO.,LTO. JAPAN
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PERSONAL APPEARANCES

Talent Scene
Has Ghanged

By SHIG FUJITA
Columnist, Asahi Evening News

There was a time in Japan when any foreign singer
or entertainer could command SRO crowds at concerts,
and there were even cases where ticket scalpers ap-
peared in large numbers in front of a hall where a
Louis Armstrong or a Stan Kenton was to play.

But this was in the days when the Japanese people
were starved for good entertainment other than what
their own culture had to offer.

The Japanese were not so discriminating in their
tastes then. They rushed to buy tickets to any and all
concerts featuring foreign artists; most were good, some
were awful, but still they came.

The situation has changed drastically in the last few
years, however, and very few singers, even those who
are internationally known and popular, now gather ca-
pacity crowds without careful preparation by their
promoters.

Several factors make this so. One, of course, is that
nationwide television broadcasting and improved radio
programming have reduced the vast thirst for entertain-
ment somewhat. Not to beforgotten, too, is the fact that
Japanese peoplc have become more and more affluent
in the last half-decade and their tastes and their ability
to sclect as well as pay the piper have improved con-
siderably.

Consequently, any artist intending to come to Japan
has to study the Japanese market and take the neces-
sary steps to insure that his or her concerts will not be
sparsely attended. This means publicity, promotion,
advertising and, above all, close contact with bookers,
promoters. the Japan licensees of his or her record
label, the international trade press, etc.

Entertainers who have been to Japan know that in-
ternational popularity does not guarantee fans crowding
around them in Japan. They also know that if their
records are selling well in Japan, they can look forward
to full houses at their concerts.

One of the first steps in planning a tour of Japan,
of course, is contacting a professional promotion agency
here. There are relatively few of these who handle
foreign acts and by far the largest of these is the Kyodo
Group.

Jiro Uchino, president of Kyodo Tokyo, which is
part of the Kyodo Group, gives the following advice to
those entertainers hoping to come to Japan for the first
time: “On your first trip, consider it an exploratory
one to find out what the market is like here in Japan.
The main thing, of course, is to get your name known
here in Japan. The best way to spread your name here
is through the sale of records.

“Remember also that you may not be able to re-
ceive the same fees you are receiving in your own
country because conditions and prices are different in
Japan. This is especially true in the case of your first
trip.”

Japan, with its lower currency value, cannot afford
to pay the fees, for example, which stars are used to in
the U.S.

Further, compared to several years ago, there are
fewer nightclubs, cabarets and miltary clubs where
singers and other entertainers can appear outside of
their concerts.

Now $5,000 for one night is the absolute maximum
for any star, and frankly there are very few stars in
the world today who can ask for and get that much
from a nightclub here in Tokyo.

The only two nightclubs in Japan which can afford
such high-priced acts are the Copacabana and New
Latin Quarter, both in Tokyo. There is one other club,
the Golden Getsusekai, also in Tokyo, which takes such
top acts at times,

Military Circuit

With the U.S. gradually reducing its armed forces
in Japan, it is only natural that the number of military
clubs at which singers and other acts can appear has
decreased and is continuing to decline. Further, most

JAPAN — A BILLBOARD SPECIAL REPORT

military clubs have ceilings for their shows, usually
between $250 and $350. This means that singers and
other entertainers have to agree to fees which are con-
siderably lower than for nightclubs.

Since the Japanese have become so discriminating
and since it takes so much advertising at high expense
to get people to buy tickets for concerts, the promotion
agencies often play it safe and sell acts to the three
music organizations with nationwide membership.

The three organizations are: (1) Onkyo, supported
by the Federation of Economic Organizations: (2)
Minon, the organization created by the Sokagakkai reli-
gious organization; and (3) Roon, the music organiza-
tion of labor unions.

The music organizations will take care of all the
advertising and publicity and insure full houses for the
concerts. The fact that the concerts are held in all parts
of Japan means that the entertainer will get nationwide
exposure, particularly among the younger people who
cannot afford to pay the high prices now charged for
regular concerts.

Membership fees in these music organizations are
small, while the tickets for the concerts sponsored by
the music organizations usually cost about $1.10-$3 as
compared to the $1.50-$10 for regular concerts.

The major promotion agency handling foreign acts
in Japan is the Kyodo Growp headed by Tats Naga-
shima, who is well known in international promotion
circles. The Kyodo Group includes the above-mentioned
Kyodo Tokyo, Kyodo Japan, Taiyo Publishing Co., Udo
Music Office, Kyodo Osaka, Kyodo Akasaka, Sangyo
Promotions and Kyodo Promotions.

With 15 years of experience in handling the top
entertainers of the world, Tats Nagashima has a well-
deserved reputation for taking care. not only of the
business side of things, but also of the leisure time of
the entertainers who come to Japan.

Carmen Cavallaro said to me on his second visit
to Japan, “I've toured the world playing the piano and
have had many agents handiec me in many countries.
Many of them have been very efficient business-wise,
but Tats is the only one who really takes care of you,
even on personal matters.”

It is no wonder then that the list of those handled
by Kyodo reads like a who's who of international stars.
It includes the late Nat King Cole, Louis Armstrong,
Sammy Davis Jr., the Beatles, Trini Lopcz, Pat Boone,
Johnny Mathis, Nancy Wilson; Peter, Paul & Mary;
Carmen Cavallaro, Gilbert Becaud, CIliff Richards, Nini
Rosso. Andy Williams, the Fifth Dimension and many,
many others.

Another strong point of Kyodo is that it has strong
connections with clubs and promotion agencies through-
out the Far East, including Hong Kong, Manila, Singa-
pore and Bangkok.

Kyodo not only handles foreign acts but it also
publishes music scores, promotes promising Japanese
singers and even runs a gym of Thai style kick boxers.
The Kyodo Group has a total staff of 70.

The other promotion agencies are much smaller with
aboat 20 staff members at the most. Some of the more
well-known ones with the acts they have handled
include:

Universal Oriental Promotions (Ray Charles, Woody
COrchestra and Adamo)

Shinnichi Promotions (Brenda Lee and Perez Prado)

Gay Productions (mostly acts from the Philippines
for “budget acts™ for military clubs)

B.B. Productions (Singers and acts from countries
other than the U.S. for military clubs)

Toa Attractions (Ray Anthony's Book Revue and
Billy Daniels)

Kambara Music Office (Count Basie's Orchestra,
talent from Spain and Italy)

Ishii Music Office (Yvette Giraud and other chanson
singers)
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Gongratulations
from us to you.

On behalf of RCA Records and our overseas affiliates, our warmest con-
gratulations to RCA Record Division,Victor Company of Japan,for its outstand-
ing achievements and leadership in the Japanese record industry in 1970.

You’ve made gold record winners like:

Keiko Fuji,

Hiroshi Uchiyamada and Cool Five,
Akiko Wada,

Masaki Nomura.

And other great new Japanese RCA artists like Takashi Honda and
Mari Tsutsui among the most popular names in Japan.

This kind of leadership has also brought about Japanese acceptance
of RCA’s catalogue of the world’s greatest artists and helped make the RCA
Record Division #1 in the Japanese market.

RGA:



